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Ceramics

Iga Diary. Ryusei Arita recounts his woodfire experience in Japan.

Glazed Concrete. Anja Margrethe Bache discusses her architectural engineering
research,

Painted Pottery and History. David M S Palmer reports on the evolution of
painted decoration on pottery.

Let it Bleed. Rimas VisGirda describes his exploration of surface technigues.

Contemporary and Mid Choson Perspectives. Heekyung Lee focuses her
research on a porcelain jar at Kookmin University and similar Choson ware.

Evolving. Donna Rozman describes one potter’s experience with marketing.

Dehua: Return to the Fold. Anthony Stellaccio introduces the Yueji Kiln Center.

Porcelain: A Diverse Medium for Modern Times. Anfoinette
Badenhorst traces the lineage of porcelain and its uses.

The Paperclay TODAY Conference and Symposium. Sudha Achar
details the experience of an international paperclay conferencefsymposium.

Dense Packing and Filter Pressing Moist Clay. Jeff Zamek discusses the
options for clay mixing.

Ceramic Camp in Foshan China. Rolando Giovannini relutes his experience
al an ancient kiln site in China.

The Transformation of Simple Form. Leo King discusses the influences on
his forms and surfaces.

Utilization of Ferrochromium Fly Ash as a Pigment Raw Material
in Stoneware Glaze and Underglaze Decoration. Munevver Caki,
Nuran Ay and Selvin Yegilay Kaya.

SunKoo Yuh's Workshop at Haystack Mountain School of Craft.
Shin-Yeon Jeon describes the experience of working with a generous instructor.

Computer-Aided Ceramic Visualization. Ufuk Tolga Savas describes his
research in three dimensional ceramics imaging.

Renegade Clay. Koren Weiss describes an ephemeral public art project.

The Thinking Artist/The Fabricating Artist. Orly Nezer posits which
skills should be taught in ceramics departments at art schools.

Working Fire. Perny Smith invites us in fo the richness of the woodfire tradition.

A Special Place: The International Ceramics Studio in Kecskemét,
Hungary. Debra Sloan visits the studio and residency in Kecskemét,

Thirty Years of Development of Chinese Contemporary Ceramic
Art. Article by Ning Gang, Li Chao and Feng Weina.

Condon’s Art Process: Portrait Busts. Dorothy Joiner describes the process
used by figurative sculptor, Judith Condon.

The Aesthetics of Mayan Civilization Reflected in Clay Dolls. Lee,
Hun-Gook and You Huwa-Yeol discuss the culfure and creation of Mayan clay dolls.

100 Documenting Fire: A Profile of Brian Benfer’s Industrial Series.

Dawrt Padula describes Benfer’s processes.

| 104 Education Models in Industrial Ceramic Design. A Feyza Cakir

Ozgtindogdu reviews the example of Tsinghua University.

109 A Potter’s Tale in South Africa. A book review by Janet Mansfield.
110 Australia’s Mount Gibraltar. Steve Harrison describes the tenmoku on the

edge of town.
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The 44th General Assembly of the International Academy of Ceramics,
hosted by Ateliers d’Art de France, was held in September in Paris. Forty
ceramics exhibitions were hosted in galleries and museums throughout
the area, including the members’ exhibition at the S2vres Ceramics Mu-
seum. The local committee deserves much credit for their planning and
execution of this large undertaking, which was attended by approximate-
ly 250 members and non-members from throughout the world. With the
meeting being held every two years, the Council has announced that the
2012 General Assembly will be held in Santa Fe, New Mexico, US; and
the 2014 General Assembly will be held in Dublin, Ireland. Dates will be
forthcoming. Pre- and post-trips at these upcoming assemblies will give
attendees an opportunity to see more of the host country’s contemporary
and historical ceramics offerings as attendees were able to do in France.
Members and non-members are welcome to attend the conference events.

At the above conference and at other places where ceramic artists
gather to share their research, techniques and skills, there is often dis-
cussion about how fortunate we are as ceramists to have so many who
are willing to demonstrate, to distribute glaze and clay body recipes,
to trouble shoot on technical issues and to share knowledge in general.
Not all media in the arts have this same generosity of spirit. The field
of ceramics is broad and deep. We will each spend a lifetime work-
ing toward solutions to our own individual ceramics issues and the
sharing of this research, as ceramists are accustomed to doing, cre-
ates a uniquely close-knit and peaceful international community.

In this issue of Ceramics TECHNICAL, there are articles from or about
Japan, Denmark, Korea, the US, China, New Zealand, Turkey, Australia,
Israel, Hungary and Mexico. The articles cover such topics as woodfiring,
filter pressing of clay, paperclay, glazed concrete, historical research, clay
body inclusions, pigment raw material in stoneware, workshops, comput-
er aided design of ceramics and international ceramics educational meth-
ods. We are now mailing or distributing our two titles (Ceramics TECHNI-
CALand Ceramics: Art and Perception) to 65 countries throughout the world.

The field of ceramics has, perhaps, never been so broad, with art-
ists designing for industry, others doing more ephemeral work and
seemingly, all possible areas in between. News releases in the back
of this issue present new materials for ink jet printing on tiles of vary-
ing thicknesses and L&L Kiln Mfg, Inc announcing new ‘eQuad-Pro’
Production Kilns. We welcome your articles and news releases on
your technical and historical research as well as suggestions on is-
sues that you would like to see us cover. Please let us hear from you.
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In Foshan, China

Rolando Giovannini relates his
experience at an ancient kiln site in China

The artists signed a lile as @ symbol of the Marco Polo was born and from the State Art Institute of Faenza to par-
ﬁ'o;:'r;‘,;jtg:;}’g:fg‘%ra?,”;( fg }';iz"}s f;’;;;:;g AL ticipate in Foshan (Sputh East China) at an international workshf)p,
Giovannini, Wei Hua, Lu Bin, Ton  irnmersed in a park entirely dedicated to the antique culture of ceramics.
Hongyu, Mr. Dailun Qiu, Erik Roven, The ‘Holy Land’ Park in Shiwan includes a lake, a museurn with antique
Antonelia Cimalti, Kim Hyeog Soo, Kim  collections, a contemporary gallery, an arts centre for teaching art to children,
saeng Hon, Ciji Zhang, Kim Dong Jutt, i i historical art studios and numerous ‘small figurine’
Yoo Ji Yong, Li Jingjing, Chen Guanghu, Va110US _extra'lordmary' istorical art studio | numerous “small figurine

M. Chao He Xu and Meren Zu (Bobe). Production sites. Also included are an ancient village with typical buildings

from the Ming and Qing dynasties, a temnple dedicated to the God of the

North, numerous open air sculptures in different materials and an impres-

sive bujlding for artists in residence. Above all, however, is the presence of

the enchanting dragon kiln, which has been woodfiring for over 500 years.

Among other things, it has also been connected to industrial production,

with expository and commercial fields dedicated to the art of mosaics, sani-

tary fixtures and tile production. There are numerous show rooms which

exhibit the most avant-garde industrial commercial pieces.
The fascination of ancient Chinese ceramics culture had already been
imparted to us at our Italian ceramics school; where, included in the didactic

The Opening Ceremony of the Camp. IT 15 REALLY QUITE AN HONOUR: TO COME FROM THE COUNTRY where the explorer
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curriculum, are some Chinese ceramics and porcelain production tech-
niques and the sequence of styles throughout the most important dynasties
century after century.

The invitation was for the 2009 Nanfeng Kiln International Ceramic Work
Camp held in Foshan, Guangdong, from 15 to 30 August, 2009, at the 1506
Creativity City with the Chairman, Mr Dailun Qiu. There were 16 artists
from different parts of the world: from China there were, the Artistic Director
Wei Hua and Tan Hongyu, both Professors at the Academy of Fine Art of
Guangzhou; Lu Bin, Professor at the Nanjing Art Institute (noted in Italy for
his award at the 52nd International Ceramic Art Competition in Faenza); Chen
Guanghui from Shanghai and three young artists, Li Jingjing, Xie Jinlin and
He Yonghao. Then from Korea there were Kim Hyeog Soo with one of his
Chinese students, Ciji Zhang; and the young Yoon Ji Yong, Kim Dong Jun,
as well as Kim Saeng Hwa, a Korean artist who makes her living with her
own atelier in Foshan. From Europe, the Swede Erik Roren was there, well-
known for his urban installations and public art projects. There were also
two Jtalian artists from Faenza: Antonella Cimatti, teacher of Design at the
State Art Institute; Ballardini G and myself. All of the artists at the Camp
contributed in the artistic and creative activities with popular and theo-
retical aspects through lessons and conferences. The lessons were carried
out by means of slide shows dealing with topical themes or about research
regarding the art and technology of ceramics according to the culture and
traditions of each country represented. Also, panoramas and critical visions
were presented on contemporary art trends, such as the development of
design in Europe and ceramics for architecture and urban furnishings.

The synthesis of knowledge and different languages {it was sometimes nec-
essary to explain oneself using all four; Chinese, Korean, English, French)
were the key points of this new international experience; the Camp was set
up as a place of exchange of consolidated technical and artistic skills assisted
by an extraordinary staff made up of lab assistants coordinated by Meren Zu
(Bobo) and by young planners and designers available to assist with research.
Official translations also played a part, carried out by Miss Sunny for the
English speakers and by the artist, Kim Saeng Hwa, for the Korean ones.

The organisational capabilities of the Director and creator of the project,
Qiu, made it possible to give life to sculptural pieces within just a few days,
which have since remained as a legacy of the occasion. The proceedings of the
event were carried out with a detailed and precise protocol: first there were
presentations of the ateliers and of the equipment at our disposition. Even
just the choice of work table and its location including tools and materials
gave the idea of the approach that each artist and sculptor wished to take.

This was followed with a technical meeting. The Advisor of Technology,
Clay and Glazes for use in the dragon kiln and the Camp itself explained
each application to all artists involved. This was the most loved part of the
ceramists, where ways of working join and intersect. It was an international
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Top left: Technical meeting on the
first day. Mr. Chen Chao, assisted

by is staff, briefs the parlicipating
artists. From left : He Yonghao, Meren
Zu (Bobo), He Junou, Chen Chao,

Li Jingjing, and Sunny. The designer
Xie Jintin (collaborator on the farge
scale waterfall sculpture entitled

Toitet Walerfall, October 2009), is
presenl in (he pholo, but being covered
by a collengue in the foreground.

Top centre: Erik Roren and

his piece. Inciudes bamboo

rods 5 melres in length.

Top right: Professor Wei Hua, This
piece reguires tie assembly of nnerous
stalues in varying dimensions, made
from moulds from plastic models.
Above: Toilet Waterfall. The
sculpture measures 100 melres long
and five metres tall and was designed
by Chinese arist Shu Yong. 1506
Crealive Cify, Foshan, Oclober 2008,

51



I . & |
Top left: Antonella Cimatti,
Creating lwo of the five elesients

that coinprise her sculpiure,

Syringe exirusion with liquid
porcelain on a refractory stab.

Top cenire: The Ancient Dragon
Kilu of Foshan, Guandong. Nole
the diverse inclinations of the kiln
which kas been buitt into a small hill.
Top right: Kim Dong Jun.

Young Korean artisl showing the
base of his large sculplure wilh

a particular fragmented effect.
Above: Tan Hongyju. Artisl

from Ching sitting al the fool of her
plastic arch relief compesition; the
sculpture is comprised of many parts
which come from premade moulds.

The fascinalion of ancient

Citinese ceramics culture had
already been imparted to us al our
Italian ceramics school; where,
included in the didactic eur-
riculum, are some Chinese ceramics
and porcelain production tech-
nigues and the sequerice of styles
fnroughout the most huportant
dynasties century after century.
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language rooted in the knowledge of the basics of chemistry and of how to
work and model the clay on the basis of an artistic idea. The know-how of
processes sometimes gives suggestions and allows for changes to the orig-
inal project itself, with variations in the program that in certain cases reveal
themselves to be brilliant and possible only in that specific context.

During the meeting, comparison charts were provided of the 21 different
glazes available and best adapted for the dragon kiln; these contained visual
indications of colour, the descriptions of the vitreous coatings, model descrip-
tions, their codes, colours, notes on dishwasher use, whether best fired in the
dragon kiln or gas, the temperature, the glaze ingredients, the components of
the earth (clay and mixtures), the characteristics and descriptions of the glazes
with hints regarding technical applications, such as thickness, fusibility, met-
allisation, transparency and others according to the specific glaze. Notes were
distributed with over 300 entries in English and Chinese regarding technical
and ceramics terms, entitled Ceramnics Terminology, a precious document, not
only for communication but also based on the selection of terms. One was
able to comprehend the vastness of knowledge of techniques; in fact the
glossary contained within was itself a design aspect, a way of seeing things
as they were, even if it was only just a simple list of translated words.

There were three clays at our disposal: the first, Coarse Clay, is well adapted
for the creation of Jarge sculptures with a high resistance capacity but not
much plasticity. The second, called Semi-coarse Clay, is adapted for making
sculptures 40-50 cm tall. Its low fire resistance capacity is inferior to that
of the previous one but with more plasticity. The third, Fine Clay, could be
used for ceramics with extremely detailed modelled designs and for pieces
of about 40-50 cm high. Its bearing capacity is inferior to the Semi-coarse
Clay but it has a lot of plasticity. All have a high percentage of montmorilio-
nite (from 80 to 90 percent). These three clays were all able to be mixed and
employed for use in large scale sculptures. The glazes and their technical
applications were suggested for all three types.

To complete the panorama, there was a white stoneware already prepared
for slip casting and a white porcelain which was also able to be used in this
way or otherwise with the ‘slip trailing’ technique as was interpreted by the
artist, Cimatti. The firing temperature for all of the clays is from 1250-1280°C,
with the long mono firing of the dragon kiln in mind, the highest tempera-
tures were nearest the top. These firing structures were extraordinary, both
in the way in which they worked to full capacity and how they incorporate
a cyclical nature, large scale production and energy savings.

The history and the structure of the renowned dragon kiln in Foshan is
interesting and truly particular, as it has been illustrated and recounted by
experts. Situated on the banks of Dongping of the ancient city of Shiwan,
Guangdong, the Ancient Nanfeng Kiln was built in the Zhengde period of
the Ming Dynasty (1506-1521 AC). Its firing has not been interrupted and it
has been operating for over 500 years. It is the oldest dragon kiln in China
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and perhaps the world. The place where it is situated is seen as an impor-
tant national cultural site, heritage of the State Council and is noted in the
Guinness Book of World Records, cited as a “live cultural relic, an unmovable
national treasure”,

Traditionally, people of that place have called ceramics firing kilns,
‘Shiwan’. There are many types of kilns but the most famous are the dragon
kilns, since their form is that of an enormous sleeping dragon. Since the Qing
Dynasty, there have been 107 dragon kilns but at the moment there are only
three, of which the Ancient Nanfeng Kiln is the most famous. For almost 500
years, the flame has not gone out and it has been constantly in productien. In
this way, the kiln has been kept in complete working order without damage.
Next to the kiln, with an enveloping embrace that appears to be protecting
it, lives a 200 year old tree whose roots sink below the structure of the kiln
and seem not to feel the effects of the high temperatures. As legend would
have it, touching the roots brings good luck, which is in tune with the Taoist
dynamic of Yin and Yang where the wood feeds the fire and the kiln helps
to grow the tree: a perfect balance. Throughout the years, production has
never ceased for repairs, although the chimney was built in modern times.
The kiln is a total of 34.4 metres in length. There are 29 rows of fire holes
{five for each row) on the kiln. The firing holes ate used to feed the wood
throughout the firing process. There are four openings on one side of the
kiln for loading and unloading pieces. The layout and heat emitted during
the combustion of the wood cause infinite changes to the clay and glazes.
The dragon kiln is divided into upper, mid and lower sections with
three temperature ranges (low, medium and high and varying from 900-
1300°C) which are managed and controlled exclusively by the Kiln Magter.
To maintain an atmosphere of reduction, the Master of the kiln controls
the duration and the extent to which it is heated as well as any changes to
be made during the firing; only he knows how to make decisions with his
expert eyes based on the constantly changing conditions within. The waiting
period after the firing is 20 hours, as the kiln must cool down before it is
ready to be opened. Every five days the cycle can be repeated, meaning that
in a year, numerous firings are able to be carried out.

The varying slopes in different sections within are characteristic of the
dragon kiln and establish maximum output for Foshan. In fact, depending
on the angle and the slope produced, the kiln feeds the temperature and the
passage of heat. The kiln operates with a flue, rendering maximum perform-
ance, the preheating of the secondary air allows for best combustion. The
firing begins with large pieces of wood being burnt completely, then passing to
smaller pieces until finally reaching a maximum temperature of up to 1280°C.
With regard to the Camp, every artist produced a piece based on a previ-
ously defined project (which had been communicated via email), not smaller
than 1.5 metres, adapted for inclusion and installation in the park. All of
the works were finished on time, although they were fired later, due to the
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Top left: Chen Guanghui,
Professor from Shanghai, begins
with thin slabs for making
complex sculptures. The modelled
parts were covered with engobe.
Top cenire: Professor Lu Bin
from China, assembling his
installation dedicated to the
ity of Foshan. The picee, before’
the execution phase, was preceded
by a series of inprompiu sketches,
designed witl pen and paper.

Top right: The young Korean
artist, Yoou Ji Youg denton-
strates the final stages of

his coiled sculpture which

has been smoothed out.

Above: Kisn Saeng Hrwa, artist
Sfrom Korea who lves and works
in Foshan, during the final
stages of modelling this male
figure, The piece is propped up by
a support lo avoid any deforma-
tions during the drying phase.
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Abeve lefl: The young Chinese
student, Cifi Zhang, completes her
piece made up of geometric lines
and modelted iy the atelier, Behind
Zhang, her Professor Kim Hyeog Soo,
is working on his ceramic tower.
Above cenlre: Rolando Giovannini.
His piece called for the insertion of a
neon ligh! that wraps the sculplure.
Above right: The monumental scilp-
ture by Professor Kim Hyeog Soo,
which was placed in the park, Itisa
tower expressed by means of an archi-
tecturatly geomelric composition, with
texture and engobe effects. The Korean
Master used a drill lo create

holes and indentations.

The invitation was for the

2009 Nanfeng Kifn Infernationat
Ceramic Work Canip held in Foshan,
Guangdong, from 15 to 30 August,
2009, at the 1506 Creativity City
with the Chairinan, Mr Dailun
Qiu. There were 16 artists fron
different parts of the world: from
China there were, the Artistic
Director Wei Hua end Tan Hongyu,
both Professors at the Academy

of Fine Art of Guangzhou; Lu

Bin, Professor at the Nanjing Art
Institute (noted in ltaly for Iis award
at the 52nd International Ceramic
Art Compelition in Faenza); Chen
Guanghuii from Shanghai and Hiree
young arlists, £i fingfing, Xie
Jinlin and He Yonghao. Then from
Korea there were Kim Hyeog Soo
with one of his Chinese students,
Ciji Zhang; and the young Yoon

Ji Yong, Kim Dong Jun, as weil as
Kim Saeng Hrwa, a Korean artist
who makes her living with her twon
atelier in Foshan. From Europe,

the Swede Erik Roren was there,
well-known for his urban installa-
tions and public art projects. There
were also two Halian artists from
Faenza: Antonella Ciinatti, teacher of
Design at the State Art Institute; G
Ballardini and Rolando Giovannini.
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necessary time needed to dry.

The techniques presented by the artists were wide ranging: from mould
making employed using preexisting antique moulds for Wei, as through
large plaster mould components for Tan, to traditional modelling by Lu
with a composition dedicated to the City of Foshan, by Kim Saeng Hwa
with her production of human figures and by Yoon with the construction of
a "figurative composition”. Then the artist Kim Dong Jun used coil building
for the creation of a menumental circular form. Finally, there was the use of
slabs of different dimensions and thicknesses, such as the thin ones used by
Chen to create his amorphous forms and the thick slabs used in the impres-
sive geometric sculpture by Professor Kim Hyeog Soo, as well as Ciji Zhang,
where on his column, he also added clay modelling.

The applications of different materials rendered certain pieces quite artic-
ulate and complex, including locally harvested stimulus, for example, the
use of bamboo by Roren and an appropriated steel structure for Cimatti’s
sculpture. For Roren, the use of bamboo poles five metres in length ideally
represented China’s expansion in the world, starting with an architectural
structure made out of a clay shietd which was of high quality construction.
On the other hand, Cimatti wanted to represent the five elements (fire, earth,
wood, water and metal) through the use of porcelain filigree anchored to a
minimalistic metal tree. And ] had designed a conclusive installation with
the application of coloured neon lights.

In short, a reflection on this type of event: it is not just a question of tech-
nical communication and the exchanging of experiences. It is more about
an osmosis of cultures and methods of approach regarding ceramics expe-
riences. The artists are inspired by techniques that become their own con-
crete expressions or otherwise introduce their own styles, while expressing
their personalities and energies to the fullest. They work by confronting
the standard procedures and, in this way, are able to raise the bar, bringing
their creations to new heights, allowing for further innovations and devel-
opment of style. Even in the sciences, mutation is frequent and necessary. It
is in the variables, in the ingeniousness of the unpublished work, where the
real novelty lies. Besides the awareness of ancient standards and practices,
it brings simultaneous reflection and re-examination.

Rolande Giovannini is a ceramics critic and the Director of the Istituto Statale D'Arie
per la Ceramica (State Art Institute of Ceramics founded by Mr Gaetanc Ballardini

in 1916 and known for Art, Technology and Ceramic Restoration), Faenza, Italy.
Translated by Julie K Shanks.

Foshan Creative Industry Park and 1506 Creative City, named after the founda-
tion of the Nanfeng Ancient Kiln in the year 1506, are a reality of extracrdinary
growth. An example was their participation at the Shanghaf Werld Expo in August
2010, with the Foshan Pavillion which held 51 CHINA Kung Fu figurines created by
Mr Dailun Qiu and the renowned artist Shu Yong who was awarded the Lorenzo

it Magnifico Career Award 2009 at the Flerence Inlernational Arts Biennale, Italy.
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In preparing this issue, it struck me that the articles herein are more diverse than
usual. Of course diversity within each issue is something for which we always
strive. Within these covers, you will find articles on the strife and coping skills
developed by an African village, the challenges of economic sustenance in a Ca-~
nadian community, the benefits and burdens of ceramics traditions of the people
of Mexico, Nigeria and Turkey; and we see the ways in which ceramics contrib-
utes to the field of forensics. Sir James Dewar is credited with being the first to
write (in September, 1842), “Minds are like parachutes. They only function when
open.” As we lravel, as we meet people from other countries and as we read
diverse perspectives, our lives are enriched and the enrichment is greater when
the mind is open.

We were saddened to learn of the death of Australian ceramist, Marea Gazzard.
She was a significant figure in her efforts in support of the Australian crafts
movement and a notable artist with her own work.

Look for more on these exciting international events: The Westerwald Prize
ceramics exhibition is held every five years with awards to ceramics artists in
the areas of saltglaze, design, vessel, sculpturefinstallation and emerging artist
award for ceramists up to the age of 35 years (b 1978 or later). Four prizes are
awarded to artists from Europe. Application deadline is 19 January, 2014, The
European Festival of Ceramic Arts is calling for applications at http:/ /www.
terralha.fr/ page-d-example/call-for -application-2014/. There is still time to ap-
ply for a spring residency at CRETA Rome. The deadline has been extended to
1 December 2013. The woodfire festival, On the Edge of the Shelf, will be held
in Mystery Bay, NSW, Australia from 1-18 May, 2014. Garth Johnson has been
appointed the new Curator of Artistic Programs at The Clay Studio in Philadel-
phia, US. Applications close on Friday 7 March 2014 for the 2014 Indigenous
Ceramic Art Awards at the Shepparton Art Museum in Australia (www.shep-
partonartmuseum.com.au/exhibitionprogram/icaa/). There is a new residency
in Nove and Bassano del Grappa, V], Italy, for international artists. For more in-
formation, email blais.geraldine@gmail.com. In San Miguel de Allende, Mexico,
studios are now available for rent (www.barro-co.com).

When I see a list of events with locations around the world, such as the one
above, I want to go (o all of them., I want to meet our readers, learn about new
artists, become familiar with cultures other than my own. In September of 2014,
the International Academy of Ceramics will hold its biennial General Assembly
in Dublin, Ireland (see their ad in this issue). This event is always an opportunity
to gain from the host country knowledge of a new culture. It is alsc a way to
get to know ceramics artists, writers, collectors and ceramics enthusiasts from
around the world. It is diversity in a bottle with one of our common traits be-
ing our passion for ceramics. It is a time to discover the many other ways that
we are similar and to learn more about our diversity. The conference is open to
everyone.




Poetics, Materials, Technologies and
| Relationships: The IAC General Assembly

HE 2012:GENRRA
Assembly of the
International Acadenty

of Ceramics (LAC) in Santa Fe, just
like the previous edition in Paris and FAC

Assemblies in general, are remarkable oppoi-
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Above left: Amea Calluori Hol-
combre’s pulrlic contribution about
contemporary art fopics.

Abouwe right: IAC President Jacques
Karfmann chairs at the opening

of the Members Exhilbvition. New
Mexico Musewn of art.

Top: Gracieln Olig. Project South, Home
Series. 2011. Keraflex porcelnin, prinfed
with laser decal, cone 8, oxidation.

Below: Mo ltsue. Sen Series: Begin-
nings. 2008. Handbuilf tatara stab cly
Jorm. 275 x75x75in (Fx19x19
e} Photo by Tk Saito. Collection of
Harr Museum of Art,

Uiiversity of Florida.

case was perfect) and attention to detail (and in this Joe Bova cannot
be faulted).

What is more, the interaction between the participants, who hailed
from every corner of the globe, and the artistic and cultural context
of the venue, were perfect. This harmony was quite palpable when a
book of remembrance was compiled for Janet Mansfield, with everyone
contributing.

The idea of combining this event with a number of exhibitions of
work by TAC members (such as the extensive American Visions in Clay
exhibition at the Patina Gallery, open extlusively to American IAC
members), gave the event special significance, as it temporarily perme-
ated the fabric of the hosting area. Like ‘dipping’ the sculptures, objects
and compositions in local knowledge and, on the other hand, leaving
an impression, a mark, a trace, an imprint of their presence, of their col-
lective, temporary passing through.

The exhibition, however, that dominated the event was the New
World: Timeless Visions membership exhibition of the IAC, held at the
New Mexico Museum of Art. It provided a platform to showcase ten-
dencies, virtuosities, different approaches to earth, the plasticity and
tractability of clay, glazes and pigments. Works of art were open to dia-
logue and comparison. The artists, who are actually familiar with their
colleagues’ work and the leading artistic trends, exhibit at the highest
level, creating a kind of multiple composition, a sort of orchestra whose
instruments express themselves through colours, lights, shadows,
reflections, geometries, sinuosities and recurring traits.

The event was marked by its professionalism, stemming not only
from the presence of great international masters, but also from the fact
that IAC membership is dependent on individual candidates obtaining
collective approval of their personal understanding of materials, plas-
tics and poetics.

Ceramics artists, writers, educators (and more) were in attendance
in full force including members of the National Council on Education
for the Ceramic Arts (NCECA). A large number of artists teach, or have
taught, in art institutes, universities, colleges or academies. This aspect
was not forgotten in Santa Fe with the NCECA Exhibition Eciimene:
Global Interface in America Ceramics, held at the Santa Fe Community
College. Garth Clark and Marc Del Vecchio were both in attendance at
this vernissage and on hand to lend their critical expertise, two impor-
tant and authoritative figures in the theoretical study of modern and
contemporary art.
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The General Assembly opened with the greetings of Joe Bova, (President
of the American Association of International Ceramics [AAIC] and the
on-site organiser of the assembly) and of Mary Kershaw, the Director
of the New Mexico Museum of Art. Jacques Kaufmann introduced
the new [AC members and showed some of their works with the aid
of a PowerPoint presentation. The opening speech was given by Peter
Held, Curator of Ceramics at the Arizona State University Art Museum
Ceramics Research Center, on the subject of “Decentering Clay”. Then
the Assembly opened, with the election results revealing Kaufmann as
the new President and other elected positions.

Santa Fe offered those present the opportunity to totally immerse
themselves in study and comparison, while providing a busy pro-
gramme of lectures and meetings covering many topics of current rele-
vance and popular and contemporary themes. One fascinating lecture of
current relevance was on the issue of where ceramic art belongs
in today’s figurative and plastic arts and where it coincides
with the artistic life of a workshop. Magdalene Odunde (Master
Potter, Officer of the Order of the British Empire — OBE) made
some interesting contributions to this subject.

Discussed was the aspect of high quality works interpreted as
objects, intended to be used as well as a vehicle for maintaining
and reinforcing our deepest, most precious and rooted ancient
artisan cultures, were discussed. This theme was explored in the
lecture on his work and life by Lonnie Vigil, a native American
Pueblo potter from Nambé Pueblo on his work, life and culture
and was enlightening and emotionally charged.

The educational aspect of ceramics was explored during the
General Assembly with presentations of courses
and practical workshops run by Jean McLaughlin
(moderator), Doug Casebeer, Jeff Guido, Tyler
Gulden, Steven Lee (ceramics centre and craft
school directors) in “American Visions: Alternative
Studies”. A reflection on the future and evolution
of ceramics processes is crucial at an event of this
kind. An occasion with such artistic stimuli needed
some technological input and this was provided by
Andy Brayman and Del Harrow in their lecture on
“Digital Explorations in Ceramic Art”. This was fol-
lowed by a debate where Anna Calluori Holcombe
made a precise and competent contribution on the
future and new frontiers of ceramics.

[nteresting was the lecture by Neil Tetkowski
“The Common Ground World Project”, about
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Above lefl: foe Bowa, Lonunie Vigil
(potter at Nambé Puelilo) with his
waork and Elaine Olafson Henry,
just after the artist's contribution.
Above right, left to right: Moyra EI-
tiot, Elaine Henry, Sherman Hall,
Tina Byrne, Mary Barringer and Jim
Rontberg. During “The Critical Article
- Definition, Use, limplemeniaton” panel.
Top: Wong Fiona Laiching. Moon.
2004 Terracotla. 3.15 x 15.7 x 10.2
i (8 x 40 x 26 cm.) Photo by Wong
Fiona Laicking. Collection of Harn
Musewt, Universily of Florida.
Below: facques Kaufmann. The Oars-
manfImage of the Current System
of Thinking. 2011. Codled stoneware.
30x32x18em.
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The Cormmon Ground World Monwment 2000, ceramic work cre-
ated with all types of clay from all around the world, on dis-
play at the United Nations building in New York and the panel
on “Generations: Women from Santa Clara Pueblo” by the
young artists Roxanne Swentzel, Rose Bean Simpson, Nancy
Youngblood and Beverly R Singer, PhD (moderator).

Just as important, the Assembly provided an opportunity to
meet extraordinary, outstanding artists whose works have been
exhibited and have received awards in the most prestigious
events worldwide. It is important, for instance, that the recently
elected Kaufmann has one of his works at the MIAAO (Museo
Internazionale Arti Applicate Oggi) in Turin, Italy; it is displayed
at the entrance and was acquired in 2003 during the Masterpieces:
L'artista-artigiano tra Picasso ¢ Softsass exhibition and chosen by
the director, Enzo Biffi Gentili, as a permanent acquisition. This
large terracotta and cement vase lies on the ground and creates
an extraordinary visual and architectural impact (Grand vase trois
Abouve: Mare Leuihold. terres, 2002). In contrast, Japanese artist [to [tsue was present in Santa Fe
: Bechyne Pagoda. Porcelnin. 18 cni. ot Nowy World: Timeless Visions with hex Sen Series, Beginnings sculpture,
l- Top: Kelsuingla CJ-n,zko. Brm‘n‘ha’s. hosted at H M [ Art Uni ‘tv of Florid
| Hand. 2011. Adhering chamotie with now nosted a arn Museum ol Art, University o oriaa.

! glaze. 12.2x 9.1 x 6.1 in, The artistic figures in the ceramics world follow precise guidelines
(31x23x23cm.) that do not overlook or exceed any of the fundamental stages of the
| Below: A Van Foey. 2011. Vessel. art: poetic expression, l'esprit, artistic thought, materials chosen and
| Earthenoare, electric fired 1100°C, shab . . .
,. building aird press moulding. used, skilful techniques, methods of representation and contemporary
{ Photo by Dries Van den Brande. relational aspects. In today’s world, the Internet and the many instant
means of communication bring experiences close together and contact
is lively, dialectal. Yet meeting a great renowned artist in person, such
as the extraordinary publishers present, Jim Romberg, Elaine Henry,
Mary Barringer, Moyra Elliot, Sherman Hall and Tina Byrne, is truly
exciting. These publishers, who attended a special round table entitled
“The Critical Article — Definition, Use, Implementation”, illustrated
their different strategies. United in their determination to safeguard the
quality of publications, two distinct issues emerged. Firstly, the need
to propose a wide variety of articles, covering many aspects and on
different levels; secondly, the desire to maintain critical standards and
sculptural expression when choosing artists and articles written profes-
sionally by historians, curators and art critics.
The General Assembly touched upon all areas of interest in
the world of art, including the important aspect of art history
l and criticism. An example was the extraordinary lecture (a
lectio miagistralis in the true sense of the word) by Garth Clark
entitled “Vulcan God: Lucio Fontana Romances the Kiln 1926-
1968"; his talk traced the varied career of Fontana, the great
20th century master who was born in Rosario, Argentina on 19
February 1899 of Italian parents but who spent most of his life
working in Italy. Clark described Fontana’s poetic expression
and style and told numerous anecdotes. This was followed
by talks, including one on the contemporary ceramics culture
in Italy and the world, Jed by Marc Leuthold, a New York
sculptor whose work was recently featured in a monograph
entitled Marc Leuthold, Sculpture, 1995-2010.
Del Vecchio, with Jim Lawton and Nathalie Fitzgerald, under
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the coordination of Peter Held, expressed
the viewpoint of Artist, Collector, Gallerist,
speaking about “Collecting: Its role in the life
of the artist”. The ceramics artist is, indeed,
strictly dependent on these figures: the col-
lector nourishes him because he loves his
poetic art or recognises his works as a sound
investment; the gallerist because he promotes
and protects the artist’s work, instrumental in
his success. Then there are the competitions
and cultural events. If the cultural events
are prestigious, they are invaluable experi-
ences; competitions, on the other hand, create
emphasis, trends and are springbecards to
launch names onto the international scene.
Lastly, some artists (who are also IAC mem-
bers) are enjoying some extraordinary experi-
ences in industry and large-scale projects.
When you rub shoulders with some of the
biggest names in the world of international
ceramics for a couple of days, you pick up on
particular perceptions and vocations: Gustavo
Perez of Mexico, for instance, Vice President
and representing South and Central America,
appeared especially attentive to new forms
of expression, taking on the symbolic role of
tutor for the younger generation. Perez, who Above: Antra Calluori Holconbe.
is a familiar face in Europe, is open to different approaches to ceramics N“H“”."_“ nella Scotola I1. 2010-2011,
. . . ervend porcelain, 30 scanning and
and its many forms of expression. He has a background of highly ;.10 for imodels, stipeasting, gold
technical knowledge and expertise. The aspect of the new generations  lusire, museun board, paper, grommet.
brings everyone together. 23x75x55in.
A sense of continuity emerged at Santa Fe, in keeping with the com- B""'”;‘{’;G“sm”o Pérez. Vase (11-115).
. . " 11. Stoneware. 23 x 41 x 13 cm.
plex worldwide scene, a successful fusion of tradition and marked
innovation, even involving 3D. Similarly the respect for the practices
and procedures faithfully reflect the sacred canons of art, which are
sometimes developed and conditioned by technology and experimen-
tation, sculptural expression, perceptible in installations and objects
with iconographic reinterpretation.

Rolando Giovannini earned a degree in Geology and a diploma
at the Academy of Fine Arts in Bologna, [taly. He is a teacher at
the Brera Academy of Fine Arts in Milan and the former Principal
of the Istituto Statale d' Arte per la Ceramica Liceo Artistico per il
Design Ceramico (State Art Institute for Ceramics and Ceramics
Design School) in Faenza, ltaly, from 1986 to 2012, He is the author
of books on ceramics and founded the NeoCeramica Movement
in 2007. Giovannini has done research on ceramic and neon. His
works are held at the Victoria and Albert Museum in London
and at the Shin-Kobe underground railway station in Kobe, He
was invited to the 544)i Internationat Art Exhilbilion of Hie Bicnnale
of Venice (2011) and BLA BLA, Milan (2013). He is a Member of
NCECA and of MI.MA (Milano Makers, 2013).

Translated by Domijno of Elisa Moro, Italy.
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As we in the Northern Hemisphere are in the middle of autumn, those in
the Southern Hemisphere are enjoying spring and anticipating summer.
When the May issue is distributed, those seasons will be reversed. Editing
the journals (Ceramics: Art and Perception and CeramicsTECHNICAL) has
encouraged me to think even more globally than I did previously. When
you travel this amazing globe, you (it is to be hoped) gain the perspective
that we are so much more alike than we are different. With all of the
violence in the world, it is more important than ever that we exercise
acceptance of the ways in which we are different. At the recent General
Assembly of the International Academy of Ceramics in Dublin, Ireland,
this was evident. We welcomed our first (ever) new member from
Pakistan, Alam Sheherezade. In traditional dress, Alam expressed her
heartfelt appreciation for being elected to this international community
of ceramics. She was embraced and welcomed by the members and we
would expect nothing less.

This issue includes articles that also exhibit how much alike we are in our
affinity for clay, how diverse we are in how we use it and how we travel
the world to be stimulated and even to put ourselves out of cur comfort
zones. As examples, Antonella Cimatti of Italy reports on a symposium
in Japan; A Feyza Cakir Ozgundogdu of Turkey relates her experience in
Zibo, China; Rolando Giovannini of Italy describes the work accomplished
by Marc Leuthold (US) while in Faenza. Particularly touching in this
issue is the account by accomplished artist Paul Chaleff on his extensive
collaborations and his long-time friendship with the Jate Sir Anthony Caro.

In 2015, we will publish the 40th issue of CeramicsTECHNICAL and the 100th
issue of Ceramics: Art and Perception. We are aware that many of our long-
time subscribers have each and every issue that has been published. We
appreciate your loyalty.

We now send the journals to 67 countries around the world. Sharing
information worldwide is what keeps the field of ceramics as diverse,
exciting and accepting as it currently is. We welcome articles of international
interest on your technical and historical research, cultural events and
exchanges, educational opportunities as well as the strategies and processes
that you use in your work. I may have written this before in this column but
if I had one wish, it would be to speak every language. Just imagine.




Marc Leuthold in taly
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Zauli as Muse

Above: Carlo Zauli. Sala Anni 60. 1960s.
Years Room, vases. 1962 to 1967. Glazed

white stoneware, Zauli's double walled RO lando Gzovannznz rela tes
vessels, wheel-turned advanced (late)

work. Phato by Marc Leuthold. 4 ; :
Below: Marc Leuthold workshop at the Marc LeuthOld 5 experzences 1

Musenm Zauli. 2013.

Photo by MCZ — Eeenza. ialy Faenza and Venice, Italy

HE QPPORTUNITY TO VISIT ITALY DURING THE VENICE BIENNALE 1S A COVETED EXPERIENCE FOR MGST ARTISTS

I the world over, but to also be invited to take up a residency at the Museo Carlo Zauli in

Faenza'!, during this period, would, in itself, be a dream come true. In July 2013, Marc

Leuthold, New York artist, Professor and Head of Ceramics at the State University of New York,
was so fortunate.

The Museo Carlo Zauli is today a museumn dedicated to its namesake. Zauli was the preeminent
Italian ceramics artist of the second half of the 20th century. Perhaps, the most extraordinary aspect
of the Museo Carlo Zauli is how, even today, everything remains intact, original and complete. A
time capsule, a faithful preservation of the master’s studio, yet still a space for creative growth.

For the past 50 years, the Zauli studio has been the site of
major events, a sort of Last Supper for many artists, such as
Lucio Fontana, Arnaldo and Gid Pomodero, Pine Spagnulo,
the historian Giulio Carlo Argan, the novice Claudio
Spadoni, as well as a large contingent of Japanese artists
who began to arrive in the 1970s. Such interactions must
have helped shape Zauli’s development.

Matteo Zauli, the museum’s Director, remembers
opening the studio as a venue for artistic events soon after
his father’s death to give life to the museum, to enhance
its collections and exhibition spaces. His goal has been
to create an institution of experimentation and research.
Matteo Zauli’s programming has “given new vibrance to
the rooms and libraries. The museum is in a continuous
state of renewal rather than a static monument to the
memory of the great master.”




Since 2003, according to Matteo Zauli, the Zauli Museum, in
collaboration with the Institute of Art and IS1A, has initiated a process
for the development of ceramic art from a variety of perspectives. In
order to promote ceramics in the broader context of contemporary art,
residencies were given to Sislej Xhafa, Piero Golia, (in Vice versa Italian
Pavilion selected by Bartolomeo Pietromarchi) and Diego Perrone, Yuri
Ancarani (in The Encyclopedic Palace selected by Massimiliano Gioni),
all at the Venice Biennale of 2013. In 2012, the museum decided to invite
internationally renowned masters of ceramics — Jeff Shapiro (2012} and
Marc Leuthold (2013, originally proposed by Antonella Cimatti).

THE RESIDENCY

Leuthold arrived in Italy via France where he had held master classes
for two weeks in the atelier of Sandrine Rousseau at the Vallauris
Institute of Art before continuing on to take up the Zauli
residency in Faenza', the most celebrated city of ceramics in
Italy from which the term Faience is derived. He was to spend
a week living and working at the studio-atelier; discovering
its hidden nooks and crannies, the movements of light and
shadow on its stone architecture.

For Leuthold, Zauli is both “muse and source of inspiration”.
As he retold it to this author, any influence of Zauli's cenvre had
been initiated years before on a visit to the Sculpture, Objects,
and Functional Art fair (SOFA) of 2003. He was “shocked by
its scale and muscularity of form and rich shino-like surfaces.
Zauli had a confident hand and did not feel compelled to
subjugate the medium. His timeless, massive forms twist
and meander with an alluring surface. Zauli's work seemed
somewhat out of place at SOFA NY, belonging, instead, in the
Sculpture Garden of MoMA or at the Noguchi Foundation.”

Although Leuthold developed his art without any
knowledge of Zauli (an artist whose importance to the field
is comparable to that of Peter Voulkos), he acknowledges
the synergies of their artistic paths when he states that both
their art practices “evolved from wheel-generated vessels to

delle arate e delle zolle. 1976, Bronze
and two sculptures on the sidewalls.
1982. Giazed white stonetare, trium-
virate of Zaudi sculptures in basenent.
Photo by MCZ — Faenza, Italy.

Top right: Mare Leuthold briefing the
workshop participants, July 2013.
Photo by MCZ — Faenza, Italy)
Aboveleft: The artist participants and
Marc Lenthold in the old kiln room .
of Musetm Zanli. j

Photo by MCZ, Fnenza, Italy. !

Above Right: The old kil room. |
Photo by Andrea Santucel. |

Below: The workshop participants. |







non-objective  sculpture”.
Further resonances can be
found between Leuthold
and Zauli in their aesthetic
and gestural response to the
material.

Many artists wish fto
dominate the medium;
viewing faults such as fears
and cracks as errors to be
corrected. Alternatively,
Zauli and Leuthold find that
these ‘problems’ enhance the
work, rendering the process
less predictable, more of an
act of collaboration with the
material. Embracing cracks
that emerged in the process
of making, Zauli often
created works through
slumping and ripping the clay. Similarly, Leuthold finds that “the
breaks and cracks open up the form in important ways.” He will on
occasion deliberately destroy the post-fired form in order to transform
and give it a revitalised ‘voice’. Commenting on the Zauli collection,
Leuthold paid particular attention to the manifestation of this quality:
“Early vessels were conservative and less original, later ones more
experimental: beautiful volumetric forms — fertile and rich, already
with the signature grey-white glaze with subtle flashes of red. In the
same room was the masterpiece: a huge mandala-like form - thrown

Facing page: The artist Piero Paolo
Muazzotti, FOS Ceramiche in Faenza.
Looking rt Leuthold work made of Carlo
Zauli clay. Photo by Marc Leuthold.
Above: Carlo Zauti. Ruota Strappata.
1967. Glazed white stoneware. 122 x 124
x42 e, Photo by MCZ — Faenza, Italy.
Below: Marc Leuthold, the artist
Muky (Wanda Berasi)and Matteo
Zauli, Photo by MCZ — Faenza, Italy.

on both sides standing on end with a huge gaping crack. An impossible, monumental piece,

perhaps 50 inches tall.”

Sadly, the relationship to material process that is highly valued by both these artists has not

been fashionable in an idea-driven art world. Relational Aesthetics, Post-structuralism, frompe
l'oeil, technology and science-driven works are the order of the day and do not address the
importance of process and touch.

In the 1980s, Zauli - influenced by German styles - became enamoured with an extraordinary
black stoneware clay to the point of changing style, transitioning from ‘white’ to ‘black’ and
creating numerous unglazed sculptures from it. He amassed a large amount of this black clay,
which is now stored in the museum cellar. Owing to its precious nature, to date, only Shapiro
and Leuthold have been invited to use it.

During his stay Leuthold used this clay to create several non-objective sculptures in honour of
the Zauli family - the artist and
his children. His comment on the
nature of this clay that it was “rich
... and cohesive in a way that I
have never experienced” seems
also to be testament to the artistic
life of Zauli and his son Matteo’s
dedication to the endurance
of his father’s legacy and also
a subtle acknowledgement of
Zauli’'s daughter, Monica, who




Above left: Carlo Zauli. La canting
delle argille. The cellar of the clay and
on the triumuvirate of Zauli sculptures
in basement.

Above right; Ron Nagle. Partico-
lari dell’installazione (Detail )
2008/2013. All works ceramic and
mixed media. Giardini, 55th Inter-
national Art Exhibition, Il Palazzo
Enciclopedico, la Biennale di Venezia.
Photo by Francesco Galli, courtesy of
la Biennale di Venezia.

Belew: Jessica Jackson Hutchins.
Rondamoo. 2011/2013. Plaster, col-
lage, aerylic marker, fabric and glazed
ceramic. Arsenale, 551 Interniational
Art Exhibition, Il Palazzo Enciclope-
dico, la Bieunale di Venezia, Photo by
Francesco Galli, courtesy of ln Biennale
di Venezia,

sat in on several of his workshop sessions. His admiration for her craft also
reveals the attention he granted his surroundings in providing a reverent
inspiration for the artworks he was to produce while there.

A noted architect, Monica Zauli has designed the exhibits and
renovated the spaces. No detail was too small for this sensitive designer.
Even the basement was carefully altered. There, against a backdrop
of decades old, bagged raw materials, she sited a dramatically lit
triumvirate of non-objective sculptures.

['HE WoRksHOP

While immersing himself in the structure and contents of the Zauli
Museum, Leuthold also spent some of his time in the original studio-lab
of Zauli imparting the wealth of knowledge he has gained through 25
vears of his own art practice. Working alongside Leuthold, participants
(under the coordination of Cristina Casadei) constructed forms and
dried them to a leather hard state, before later carving. He demonstrated
techniques including marbleising and carving clay. He also presented

lectures to complement technique. Participants, at first frustrated by this subtractive approach,
gradually internalised the techniques in a deeper way, thereby reinterpreting and extending
their own artistic voices.

Of Leuthold’s practice and his approach to teaching, Monica Zauli observed his “exceptional

sensitivity which also transmits in a non-verbal way. There is a veritable
depth of feeling to his understanding. Leuthold seems to form a bond
with the ceramic material at an almost cellular level.” Every detail of
his process is investigated thoroughly in its innermost form and this
is reflected in the manner in which he imparts knowledge and in the
forms he produces. One feels as if one is catching a glimpse of the first
stirrings of the universe.

VisimnG VENICT

Later during the visit, Leuthold and I travelled together to the Venice
Biennale. In the midst of a hot July, Venice swarming with tourists, we
took a water-taxi to the Biennale campus.

Not infrequently, talking to artists, art critics, scholars and journalists,
one wonders if an artistic event is interesting or not. The Venice Biennale,
the complexity and the landscape that offers both the contemporary and
avant-garde world, can not be catalogued within ordinary parameters.
One goes, watches, reads and perceives stimuli, sometimes feeling an
affinity or involvement with the innovation. The art evolves, the poetry
intertwines and mingles. The works become all-inclusive; a fusion of
the entire experience.
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Recently, the art world has turned its eye and heart to the field of
ceramics and this has resulted in a greater presence of ceramic based
works in this current Biennale. For artists such as Leuthold, it is a chance
to ruminate on a broader reflection of the ‘face’ of ceramics.

Among the artworks was a room of Ron Nagle sculptures. Here,
Leuthold was able to witness the culmination of a stalwart’s practice
and commented that “None of these new Nagles were pots — a logical
direction for this artist whose work seemed ever more tenuously tied to
the vessel.” Of the mixed media ceramic sculptures of Jessica Jackson
Hutchins who represents a new breed of ceramic art, he recognised
the balanced tension of aesthetics and the masking of skill: “Ugly and
beautiful, these sloppy sculptures are technical tours de force. Armchair

Above lefl: Shinichi Sawada. Opere

iir mostra alla Biennale Arte. 2013.
Terracotta. Arsenale, 55th International
Art Exhibition, Il Palazzo Enciclopedico,
la Biennale di Venezia, Collection I'Arf
Brut, Lausanne, Photo by Francesco
Galli, Courtesy ofla Biennale di Venezia.
Aboveright: Mare Leuthald. Torture
installation. Phota by Mare Leuthold.
Below: Monica Zanli with Zauli‘s
Torn Pottery Series Vaso Sconvolto.
1976. Glazed white stoneware.

On the wall, Vast Sconvolti, 1977.
Glazed white stoneware.

Photo by Mare Leuthold.

has an impossibly formed stomach like ceramic volume draped over both sides of the back of a
ratty old American wingback chair.” He also showed an appreciation for the primal beauty of
the series of works, Oldest Living Things by Shinichi Sawada, an outsider artist from Japan and
the timeless, alchemical action of Ossido Ferrico by Francesca Grilli, a large sheet of slanted steel
with a slow drip of water creating an enormous evolving oxidised painting on the steel surface.

A creative act is never static; always excavating the past and tilling the future; every element
has a particular value; a prodigious energy; each steering the thought-process, facilitating new

associations, experimentation and complexity. As such the
Zauli experience and the Venice Biennale of 2013 were to subtly
influence Leuthold’s subsequent residency and exhibition at
the Sydney College of the Arts at the University of Sydney,
Australia in November, 2013. The final installation perhaps
incorporated a greater urgency and rawness in the gestural
and carved porcelain portraits than ever before and this was
intensified by the artist’s request that the audience slash
through a large paper tent to reveal a lattice of hanging slashed
paintings and the ceramic forms of the inner sanctum.

We carry our experience with us. Perhaps, for artists such as
Mare Leuthold, who can focus so astutely on the haeccities of a
present moment, the burden is richer and the creative act that
results, enduring.

ENDNCTES

1. This cily is also the seat of the International Museun of Ceramics (MIC} and the
Ballardini Inslitute for Ceramic Arts (now Liceo Artistico per Design). MIC, directed by
Claudia Casali, hosts the International Compelition of Contemporary Cerqinic Arf, which is
now in its 59th year.

Rolando Giovannini is currently Professor at Brera Academy of Fine Arts, Milan.
Translated by John Wheatley
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Ceramics

Iga Diary. Ryusei Arita recounts his woodfire experience in Japan.

Glazed Concrete. Anja Margrethe Bache discusses her architectural engineering
research,

Painted Pottery and History. David M S Palmer reports on the evolution of
painted decoration on pottery.

Let it Bleed. Rimas VisGirda describes his exploration of surface technigues.

Contemporary and Mid Choson Perspectives. Heekyung Lee focuses her
research on a porcelain jar at Kookmin University and similar Choson ware.

Evolving. Donna Rozman describes one potter’s experience with marketing.

Dehua: Return to the Fold. Anthony Stellaccio introduces the Yueji Kiln Center.

Porcelain: A Diverse Medium for Modern Times. Anfoinette
Badenhorst traces the lineage of porcelain and its uses.

The Paperclay TODAY Conference and Symposium. Sudha Achar
details the experience of an international paperclay conferencefsymposium.

Dense Packing and Filter Pressing Moist Clay. Jeff Zamek discusses the
options for clay mixing.

Ceramic Camp in Foshan China. Rolando Giovannini relutes his experience
al an ancient kiln site in China.

The Transformation of Simple Form. Leo King discusses the influences on
his forms and surfaces.

Utilization of Ferrochromium Fly Ash as a Pigment Raw Material
in Stoneware Glaze and Underglaze Decoration. Munevver Caki,
Nuran Ay and Selvin Yegilay Kaya.

SunKoo Yuh's Workshop at Haystack Mountain School of Craft.
Shin-Yeon Jeon describes the experience of working with a generous instructor.

Computer-Aided Ceramic Visualization. Ufuk Tolga Savas describes his
research in three dimensional ceramics imaging.

Renegade Clay. Koren Weiss describes an ephemeral public art project.

The Thinking Artist/The Fabricating Artist. Orly Nezer posits which
skills should be taught in ceramics departments at art schools.

Working Fire. Perny Smith invites us in fo the richness of the woodfire tradition.

A Special Place: The International Ceramics Studio in Kecskemét,
Hungary. Debra Sloan visits the studio and residency in Kecskemét,

Thirty Years of Development of Chinese Contemporary Ceramic
Art. Article by Ning Gang, Li Chao and Feng Weina.

Condon’s Art Process: Portrait Busts. Dorothy Joiner describes the process
used by figurative sculptor, Judith Condon.

The Aesthetics of Mayan Civilization Reflected in Clay Dolls. Lee,
Hun-Gook and You Huwa-Yeol discuss the culfure and creation of Mayan clay dolls.

100 Documenting Fire: A Profile of Brian Benfer’s Industrial Series.

Dawrt Padula describes Benfer’s processes.

| 104 Education Models in Industrial Ceramic Design. A Feyza Cakir

Ozgtindogdu reviews the example of Tsinghua University.

109 A Potter’s Tale in South Africa. A book review by Janet Mansfield.
110 Australia’s Mount Gibraltar. Steve Harrison describes the tenmoku on the

edge of town.

TECHNICA

CONTENTS NO. 31, 2010

COVER

Curtis Benzle
Detail of Blaze Benzle

Photo by
Curtis Benzle




| B Head | NES

Editor/Publisher Elaine Olafson Henry
Office Manager Cheryl Fields
Proofreader Diane Bailiff

Prinled by St. Croix Press,

New Richmond, Wisconsin US

Editorial contributions are welcome,
Guidelines for submissions are available
on Lhe web site.

For advertising contact
Richard S Garber

23 North Scott Street - Suite 19
Sheridan, Wyoming 82801 US
Phone - 307 675.1056

Fax - 307.675.1057
garberrichard@gmail.com
Skype - richard.garber

Opinions expressed are those of the
authors of articles. Although all edilo-

rial material is checked for accuracy, the
publishers cannot accept responsibility for
information printed in this magazine that
may be ambiguous or incorrect. All mate-
rial published is copyright; please seek
permission to reprint magazine content.

Indexing: Cermnics TECHNICAL is indexed
by design and applied aris index (daai),
published on-line by ProQuest, The
Quaorum, 789 E Eisenhower Patkway, Ann
Arbor, Michigan 48106-1246 US; HW
Wilson Company, NY, RMIT Training

Pty Ltd, Melbourne and

Themson Gale, Farmington Hills,
Michigan, 48331-3535 US. {(www.gale.conu}
Full text of Cermnics TECHNICAL appears
on the electronic databases OMNIFILE
Full Tex! Mega Edition and OMNIFILE

Full Text Select,

CeramicsTECHNICAL (ISSN 1324-4175)
Copyright © 2010 by Ceramic Art is
published lwo times per year by
Ceramic Art, 23 North Scolt Sireet - Suite
19, Sheridan, Wyoming 82801-6337 US in
both print and digital edition. Menths of
issue are May and December, Business,
Editorial, Accounting and Circulation
Offices: 23 North Scott Street - Suile

19, Sheridan, Wyoming 82801 USA.

Visit www.ceramicart.com.au or call
001.307.675.1056 to subscribe or for
information on retailing the magazine.

POSTMASTER: Send address changes to
Cecamic Art

23 North Scott Street - Suite 19

Sheridan, Wyoming 82801-6337 US

158N 13244175

The 44th General Assembly of the International Academy of Ceramics,
hosted by Ateliers d’Art de France, was held in September in Paris. Forty
ceramics exhibitions were hosted in galleries and museums throughout
the area, including the members’ exhibition at the S2vres Ceramics Mu-
seum. The local committee deserves much credit for their planning and
execution of this large undertaking, which was attended by approximate-
ly 250 members and non-members from throughout the world. With the
meeting being held every two years, the Council has announced that the
2012 General Assembly will be held in Santa Fe, New Mexico, US; and
the 2014 General Assembly will be held in Dublin, Ireland. Dates will be
forthcoming. Pre- and post-trips at these upcoming assemblies will give
attendees an opportunity to see more of the host country’s contemporary
and historical ceramics offerings as attendees were able to do in France.
Members and non-members are welcome to attend the conference events.

At the above conference and at other places where ceramic artists
gather to share their research, techniques and skills, there is often dis-
cussion about how fortunate we are as ceramists to have so many who
are willing to demonstrate, to distribute glaze and clay body recipes,
to trouble shoot on technical issues and to share knowledge in general.
Not all media in the arts have this same generosity of spirit. The field
of ceramics is broad and deep. We will each spend a lifetime work-
ing toward solutions to our own individual ceramics issues and the
sharing of this research, as ceramists are accustomed to doing, cre-
ates a uniquely close-knit and peaceful international community.

In this issue of Ceramics TECHNICAL, there are articles from or about
Japan, Denmark, Korea, the US, China, New Zealand, Turkey, Australia,
Israel, Hungary and Mexico. The articles cover such topics as woodfiring,
filter pressing of clay, paperclay, glazed concrete, historical research, clay
body inclusions, pigment raw material in stoneware, workshops, comput-
er aided design of ceramics and international ceramics educational meth-
ods. We are now mailing or distributing our two titles (Ceramics TECHNI-
CALand Ceramics: Art and Perception) to 65 countries throughout the world.

The field of ceramics has, perhaps, never been so broad, with art-
ists designing for industry, others doing more ephemeral work and
seemingly, all possible areas in between. News releases in the back
of this issue present new materials for ink jet printing on tiles of vary-
ing thicknesses and L&L Kiln Mfg, Inc announcing new ‘eQuad-Pro’
Production Kilns. We welcome your articles and news releases on
your technical and historical research as well as suggestions on is-
sues that you would like to see us cover. Please let us hear from you.




DO ERE SO AR RS R RBEN L |

International ceramic cuttura park construction launching ceremony series activity—

LS . ¥

e

By Tk
4 ‘|=:,',

o Work Camn

"‘rﬁlil.ﬁktzloomilll'“ o]

EBOQ Anment Nanfen g Kiln Internatwnal Céramlcsio |

In Foshan, China

Rolando Giovannini relates his
experience at an ancient kiln site in China

The artists signed a lile as @ symbol of the Marco Polo was born and from the State Art Institute of Faenza to par-
ﬁ'o;:'r;‘,;jtg:;}’g:fg‘%ra?,”;( fg }';iz"}s f;’;;;:;g AL ticipate in Foshan (Sputh East China) at an international workshf)p,
Giovannini, Wei Hua, Lu Bin, Ton  irnmersed in a park entirely dedicated to the antique culture of ceramics.
Hongyu, Mr. Dailun Qiu, Erik Roven, The ‘Holy Land’ Park in Shiwan includes a lake, a museurn with antique
Antonelia Cimalti, Kim Hyeog Soo, Kim  collections, a contemporary gallery, an arts centre for teaching art to children,
saeng Hon, Ciji Zhang, Kim Dong Jutt, i i historical art studios and numerous ‘small figurine’
Yoo Ji Yong, Li Jingjing, Chen Guanghu, Va110US _extra'lordmary' istorical art studio | numerous “small figurine

M. Chao He Xu and Meren Zu (Bobe). Production sites. Also included are an ancient village with typical buildings

from the Ming and Qing dynasties, a temnple dedicated to the God of the

North, numerous open air sculptures in different materials and an impres-

sive bujlding for artists in residence. Above all, however, is the presence of

the enchanting dragon kiln, which has been woodfiring for over 500 years.

Among other things, it has also been connected to industrial production,

with expository and commercial fields dedicated to the art of mosaics, sani-

tary fixtures and tile production. There are numerous show rooms which

exhibit the most avant-garde industrial commercial pieces.
The fascination of ancient Chinese ceramics culture had already been
imparted to us at our Italian ceramics school; where, included in the didactic

The Opening Ceremony of the Camp. IT 15 REALLY QUITE AN HONOUR: TO COME FROM THE COUNTRY where the explorer

50 CeramicsTECHNICAL No. 3] 2010




curriculum, are some Chinese ceramics and porcelain production tech-
niques and the sequence of styles throughout the most important dynasties
century after century.

The invitation was for the 2009 Nanfeng Kiln International Ceramic Work
Camp held in Foshan, Guangdong, from 15 to 30 August, 2009, at the 1506
Creativity City with the Chairman, Mr Dailun Qiu. There were 16 artists
from different parts of the world: from China there were, the Artistic Director
Wei Hua and Tan Hongyu, both Professors at the Academy of Fine Art of
Guangzhou; Lu Bin, Professor at the Nanjing Art Institute (noted in Italy for
his award at the 52nd International Ceramic Art Competition in Faenza); Chen
Guanghui from Shanghai and three young artists, Li Jingjing, Xie Jinlin and
He Yonghao. Then from Korea there were Kim Hyeog Soo with one of his
Chinese students, Ciji Zhang; and the young Yoon Ji Yong, Kim Dong Jun,
as well as Kim Saeng Hwa, a Korean artist who makes her living with her
own atelier in Foshan. From Europe, the Swede Erik Roren was there, well-
known for his urban installations and public art projects. There were also
two Jtalian artists from Faenza: Antonella Cimatti, teacher of Design at the
State Art Institute; Ballardini G and myself. All of the artists at the Camp
contributed in the artistic and creative activities with popular and theo-
retical aspects through lessons and conferences. The lessons were carried
out by means of slide shows dealing with topical themes or about research
regarding the art and technology of ceramics according to the culture and
traditions of each country represented. Also, panoramas and critical visions
were presented on contemporary art trends, such as the development of
design in Europe and ceramics for architecture and urban furnishings.

The synthesis of knowledge and different languages {it was sometimes nec-
essary to explain oneself using all four; Chinese, Korean, English, French)
were the key points of this new international experience; the Camp was set
up as a place of exchange of consolidated technical and artistic skills assisted
by an extraordinary staff made up of lab assistants coordinated by Meren Zu
(Bobo) and by young planners and designers available to assist with research.
Official translations also played a part, carried out by Miss Sunny for the
English speakers and by the artist, Kim Saeng Hwa, for the Korean ones.

The organisational capabilities of the Director and creator of the project,
Qiu, made it possible to give life to sculptural pieces within just a few days,
which have since remained as a legacy of the occasion. The proceedings of the
event were carried out with a detailed and precise protocol: first there were
presentations of the ateliers and of the equipment at our disposition. Even
just the choice of work table and its location including tools and materials
gave the idea of the approach that each artist and sculptor wished to take.

This was followed with a technical meeting. The Advisor of Technology,
Clay and Glazes for use in the dragon kiln and the Camp itself explained
each application to all artists involved. This was the most loved part of the
ceramists, where ways of working join and intersect. It was an international

CeramicsTECHMICAL No. 31 2010

Top left: Technical meeting on the
first day. Mr. Chen Chao, assisted

by is staff, briefs the parlicipating
artists. From left : He Yonghao, Meren
Zu (Bobo), He Junou, Chen Chao,

Li Jingjing, and Sunny. The designer
Xie Jintin (collaborator on the farge
scale waterfall sculpture entitled

Toitet Walerfall, October 2009), is
presenl in (he pholo, but being covered
by a collengue in the foreground.

Top centre: Erik Roren and

his piece. Inciudes bamboo

rods 5 melres in length.

Top right: Professor Wei Hua, This
piece reguires tie assembly of nnerous
stalues in varying dimensions, made
from moulds from plastic models.
Above: Toilet Waterfall. The
sculpture measures 100 melres long
and five metres tall and was designed
by Chinese arist Shu Yong. 1506
Crealive Cify, Foshan, Oclober 2008,
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Top left: Antonella Cimatti,
Creating lwo of the five elesients

that coinprise her sculpiure,

Syringe exirusion with liquid
porcelain on a refractory stab.

Top cenire: The Ancient Dragon
Kilu of Foshan, Guandong. Nole
the diverse inclinations of the kiln
which kas been buitt into a small hill.
Top right: Kim Dong Jun.

Young Korean artisl showing the
base of his large sculplure wilh

a particular fragmented effect.
Above: Tan Hongyju. Artisl

from Ching sitting al the fool of her
plastic arch relief compesition; the
sculpture is comprised of many parts
which come from premade moulds.

The fascinalion of ancient

Citinese ceramics culture had
already been imparted to us al our
Italian ceramics school; where,
included in the didactic eur-
riculum, are some Chinese ceramics
and porcelain production tech-
nigues and the sequerice of styles
fnroughout the most huportant
dynasties century after century.
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language rooted in the knowledge of the basics of chemistry and of how to
work and model the clay on the basis of an artistic idea. The know-how of
processes sometimes gives suggestions and allows for changes to the orig-
inal project itself, with variations in the program that in certain cases reveal
themselves to be brilliant and possible only in that specific context.

During the meeting, comparison charts were provided of the 21 different
glazes available and best adapted for the dragon kiln; these contained visual
indications of colour, the descriptions of the vitreous coatings, model descrip-
tions, their codes, colours, notes on dishwasher use, whether best fired in the
dragon kiln or gas, the temperature, the glaze ingredients, the components of
the earth (clay and mixtures), the characteristics and descriptions of the glazes
with hints regarding technical applications, such as thickness, fusibility, met-
allisation, transparency and others according to the specific glaze. Notes were
distributed with over 300 entries in English and Chinese regarding technical
and ceramics terms, entitled Ceramnics Terminology, a precious document, not
only for communication but also based on the selection of terms. One was
able to comprehend the vastness of knowledge of techniques; in fact the
glossary contained within was itself a design aspect, a way of seeing things
as they were, even if it was only just a simple list of translated words.

There were three clays at our disposal: the first, Coarse Clay, is well adapted
for the creation of Jarge sculptures with a high resistance capacity but not
much plasticity. The second, called Semi-coarse Clay, is adapted for making
sculptures 40-50 cm tall. Its low fire resistance capacity is inferior to that
of the previous one but with more plasticity. The third, Fine Clay, could be
used for ceramics with extremely detailed modelled designs and for pieces
of about 40-50 cm high. Its bearing capacity is inferior to the Semi-coarse
Clay but it has a lot of plasticity. All have a high percentage of montmorilio-
nite (from 80 to 90 percent). These three clays were all able to be mixed and
employed for use in large scale sculptures. The glazes and their technical
applications were suggested for all three types.

To complete the panorama, there was a white stoneware already prepared
for slip casting and a white porcelain which was also able to be used in this
way or otherwise with the ‘slip trailing’ technique as was interpreted by the
artist, Cimatti. The firing temperature for all of the clays is from 1250-1280°C,
with the long mono firing of the dragon kiln in mind, the highest tempera-
tures were nearest the top. These firing structures were extraordinary, both
in the way in which they worked to full capacity and how they incorporate
a cyclical nature, large scale production and energy savings.

The history and the structure of the renowned dragon kiln in Foshan is
interesting and truly particular, as it has been illustrated and recounted by
experts. Situated on the banks of Dongping of the ancient city of Shiwan,
Guangdong, the Ancient Nanfeng Kiln was built in the Zhengde period of
the Ming Dynasty (1506-1521 AC). Its firing has not been interrupted and it
has been operating for over 500 years. It is the oldest dragon kiln in China
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and perhaps the world. The place where it is situated is seen as an impor-
tant national cultural site, heritage of the State Council and is noted in the
Guinness Book of World Records, cited as a “live cultural relic, an unmovable
national treasure”,

Traditionally, people of that place have called ceramics firing kilns,
‘Shiwan’. There are many types of kilns but the most famous are the dragon
kilns, since their form is that of an enormous sleeping dragon. Since the Qing
Dynasty, there have been 107 dragon kilns but at the moment there are only
three, of which the Ancient Nanfeng Kiln is the most famous. For almost 500
years, the flame has not gone out and it has been constantly in productien. In
this way, the kiln has been kept in complete working order without damage.
Next to the kiln, with an enveloping embrace that appears to be protecting
it, lives a 200 year old tree whose roots sink below the structure of the kiln
and seem not to feel the effects of the high temperatures. As legend would
have it, touching the roots brings good luck, which is in tune with the Taoist
dynamic of Yin and Yang where the wood feeds the fire and the kiln helps
to grow the tree: a perfect balance. Throughout the years, production has
never ceased for repairs, although the chimney was built in modern times.
The kiln is a total of 34.4 metres in length. There are 29 rows of fire holes
{five for each row) on the kiln. The firing holes ate used to feed the wood
throughout the firing process. There are four openings on one side of the
kiln for loading and unloading pieces. The layout and heat emitted during
the combustion of the wood cause infinite changes to the clay and glazes.
The dragon kiln is divided into upper, mid and lower sections with
three temperature ranges (low, medium and high and varying from 900-
1300°C) which are managed and controlled exclusively by the Kiln Magter.
To maintain an atmosphere of reduction, the Master of the kiln controls
the duration and the extent to which it is heated as well as any changes to
be made during the firing; only he knows how to make decisions with his
expert eyes based on the constantly changing conditions within. The waiting
period after the firing is 20 hours, as the kiln must cool down before it is
ready to be opened. Every five days the cycle can be repeated, meaning that
in a year, numerous firings are able to be carried out.

The varying slopes in different sections within are characteristic of the
dragon kiln and establish maximum output for Foshan. In fact, depending
on the angle and the slope produced, the kiln feeds the temperature and the
passage of heat. The kiln operates with a flue, rendering maximum perform-
ance, the preheating of the secondary air allows for best combustion. The
firing begins with large pieces of wood being burnt completely, then passing to
smaller pieces until finally reaching a maximum temperature of up to 1280°C.
With regard to the Camp, every artist produced a piece based on a previ-
ously defined project (which had been communicated via email), not smaller
than 1.5 metres, adapted for inclusion and installation in the park. All of
the works were finished on time, although they were fired later, due to the
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Top left: Chen Guanghui,
Professor from Shanghai, begins
with thin slabs for making
complex sculptures. The modelled
parts were covered with engobe.
Top cenire: Professor Lu Bin
from China, assembling his
installation dedicated to the
ity of Foshan. The picee, before’
the execution phase, was preceded
by a series of inprompiu sketches,
designed witl pen and paper.

Top right: The young Korean
artist, Yoou Ji Youg denton-
strates the final stages of

his coiled sculpture which

has been smoothed out.

Above: Kisn Saeng Hrwa, artist
Sfrom Korea who lves and works
in Foshan, during the final
stages of modelling this male
figure, The piece is propped up by
a support lo avoid any deforma-
tions during the drying phase.
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Abeve lefl: The young Chinese
student, Cifi Zhang, completes her
piece made up of geometric lines
and modelted iy the atelier, Behind
Zhang, her Professor Kim Hyeog Soo,
is working on his ceramic tower.
Above cenlre: Rolando Giovannini.
His piece called for the insertion of a
neon ligh! that wraps the sculplure.
Above right: The monumental scilp-
ture by Professor Kim Hyeog Soo,
which was placed in the park, Itisa
tower expressed by means of an archi-
tecturatly geomelric composition, with
texture and engobe effects. The Korean
Master used a drill lo create

holes and indentations.

The invitation was for the

2009 Nanfeng Kifn Infernationat
Ceramic Work Canip held in Foshan,
Guangdong, from 15 to 30 August,
2009, at the 1506 Creativity City
with the Chairinan, Mr Dailun
Qiu. There were 16 artists fron
different parts of the world: from
China there were, the Artistic
Director Wei Hua end Tan Hongyu,
both Professors at the Academy

of Fine Art of Guangzhou; Lu

Bin, Professor at the Nanjing Art
Institute (noted in ltaly for Iis award
at the 52nd International Ceramic
Art Compelition in Faenza); Chen
Guanghuii from Shanghai and Hiree
young arlists, £i fingfing, Xie
Jinlin and He Yonghao. Then from
Korea there were Kim Hyeog Soo
with one of his Chinese students,
Ciji Zhang; and the young Yoon

Ji Yong, Kim Dong Jun, as weil as
Kim Saeng Hrwa, a Korean artist
who makes her living with her twon
atelier in Foshan. From Europe,

the Swede Erik Roren was there,
well-known for his urban installa-
tions and public art projects. There
were also two Halian artists from
Faenza: Antonella Ciinatti, teacher of
Design at the State Art Institute; G
Ballardini and Rolando Giovannini.
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necessary time needed to dry.

The techniques presented by the artists were wide ranging: from mould
making employed using preexisting antique moulds for Wei, as through
large plaster mould components for Tan, to traditional modelling by Lu
with a composition dedicated to the City of Foshan, by Kim Saeng Hwa
with her production of human figures and by Yoon with the construction of
a "figurative composition”. Then the artist Kim Dong Jun used coil building
for the creation of a menumental circular form. Finally, there was the use of
slabs of different dimensions and thicknesses, such as the thin ones used by
Chen to create his amorphous forms and the thick slabs used in the impres-
sive geometric sculpture by Professor Kim Hyeog Soo, as well as Ciji Zhang,
where on his column, he also added clay modelling.

The applications of different materials rendered certain pieces quite artic-
ulate and complex, including locally harvested stimulus, for example, the
use of bamboo by Roren and an appropriated steel structure for Cimatti’s
sculpture. For Roren, the use of bamboo poles five metres in length ideally
represented China’s expansion in the world, starting with an architectural
structure made out of a clay shietd which was of high quality construction.
On the other hand, Cimatti wanted to represent the five elements (fire, earth,
wood, water and metal) through the use of porcelain filigree anchored to a
minimalistic metal tree. And ] had designed a conclusive installation with
the application of coloured neon lights.

In short, a reflection on this type of event: it is not just a question of tech-
nical communication and the exchanging of experiences. It is more about
an osmosis of cultures and methods of approach regarding ceramics expe-
riences. The artists are inspired by techniques that become their own con-
crete expressions or otherwise introduce their own styles, while expressing
their personalities and energies to the fullest. They work by confronting
the standard procedures and, in this way, are able to raise the bar, bringing
their creations to new heights, allowing for further innovations and devel-
opment of style. Even in the sciences, mutation is frequent and necessary. It
is in the variables, in the ingeniousness of the unpublished work, where the
real novelty lies. Besides the awareness of ancient standards and practices,
it brings simultaneous reflection and re-examination.

Rolande Giovannini is a ceramics critic and the Director of the Istituto Statale D'Arie
per la Ceramica (State Art Institute of Ceramics founded by Mr Gaetanc Ballardini

in 1916 and known for Art, Technology and Ceramic Restoration), Faenza, Italy.
Translated by Julie K Shanks.

Foshan Creative Industry Park and 1506 Creative City, named after the founda-
tion of the Nanfeng Ancient Kiln in the year 1506, are a reality of extracrdinary
growth. An example was their participation at the Shanghaf Werld Expo in August
2010, with the Foshan Pavillion which held 51 CHINA Kung Fu figurines created by
Mr Dailun Qiu and the renowned artist Shu Yong who was awarded the Lorenzo

it Magnifico Career Award 2009 at the Flerence Inlernational Arts Biennale, Italy.
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In preparing this issue, it struck me that the articles herein are more diverse than
usual. Of course diversity within each issue is something for which we always
strive. Within these covers, you will find articles on the strife and coping skills
developed by an African village, the challenges of economic sustenance in a Ca-~
nadian community, the benefits and burdens of ceramics traditions of the people
of Mexico, Nigeria and Turkey; and we see the ways in which ceramics contrib-
utes to the field of forensics. Sir James Dewar is credited with being the first to
write (in September, 1842), “Minds are like parachutes. They only function when
open.” As we lravel, as we meet people from other countries and as we read
diverse perspectives, our lives are enriched and the enrichment is greater when
the mind is open.

We were saddened to learn of the death of Australian ceramist, Marea Gazzard.
She was a significant figure in her efforts in support of the Australian crafts
movement and a notable artist with her own work.

Look for more on these exciting international events: The Westerwald Prize
ceramics exhibition is held every five years with awards to ceramics artists in
the areas of saltglaze, design, vessel, sculpturefinstallation and emerging artist
award for ceramists up to the age of 35 years (b 1978 or later). Four prizes are
awarded to artists from Europe. Application deadline is 19 January, 2014, The
European Festival of Ceramic Arts is calling for applications at http:/ /www.
terralha.fr/ page-d-example/call-for -application-2014/. There is still time to ap-
ply for a spring residency at CRETA Rome. The deadline has been extended to
1 December 2013. The woodfire festival, On the Edge of the Shelf, will be held
in Mystery Bay, NSW, Australia from 1-18 May, 2014. Garth Johnson has been
appointed the new Curator of Artistic Programs at The Clay Studio in Philadel-
phia, US. Applications close on Friday 7 March 2014 for the 2014 Indigenous
Ceramic Art Awards at the Shepparton Art Museum in Australia (www.shep-
partonartmuseum.com.au/exhibitionprogram/icaa/). There is a new residency
in Nove and Bassano del Grappa, V], Italy, for international artists. For more in-
formation, email blais.geraldine@gmail.com. In San Miguel de Allende, Mexico,
studios are now available for rent (www.barro-co.com).

When I see a list of events with locations around the world, such as the one
above, I want to go (o all of them., I want to meet our readers, learn about new
artists, become familiar with cultures other than my own. In September of 2014,
the International Academy of Ceramics will hold its biennial General Assembly
in Dublin, Ireland (see their ad in this issue). This event is always an opportunity
to gain from the host country knowledge of a new culture. It is alsc a way to
get to know ceramics artists, writers, collectors and ceramics enthusiasts from
around the world. It is diversity in a bottle with one of our common traits be-
ing our passion for ceramics. It is a time to discover the many other ways that
we are similar and to learn more about our diversity. The conference is open to
everyone.




Poetics, Materials, Technologies and
| Relationships: The IAC General Assembly

HE 2012:GENRRA
Assembly of the
International Acadenty

of Ceramics (LAC) in Santa Fe, just
like the previous edition in Paris and FAC

Assemblies in general, are remarkable oppoi-

tupities for meeting people and keeping up

with the lates! &h'\'("illpnlt‘lll‘- H'ﬁt‘\' are events ]2()ll7h!([() G]()—()[!!I}ZII!! l}()qlis

that show future in the making, where cultural ' =i
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throughout the world are consolidated. The imstrumients ()/' art ;

suceess of such an event, however, depends
srimarily o v oreanisation (which in this .
I : on the organisation (which Installation View New Worli
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Above left: Amea Calluori Hol-
combre’s pulrlic contribution about
contemporary art fopics.

Abouwe right: IAC President Jacques
Karfmann chairs at the opening

of the Members Exhilbvition. New
Mexico Musewn of art.

Top: Gracieln Olig. Project South, Home
Series. 2011. Keraflex porcelnin, prinfed
with laser decal, cone 8, oxidation.

Below: Mo ltsue. Sen Series: Begin-
nings. 2008. Handbuilf tatara stab cly
Jorm. 275 x75x75in (Fx19x19
e} Photo by Tk Saito. Collection of
Harr Museum of Art,

Uiiversity of Florida.

case was perfect) and attention to detail (and in this Joe Bova cannot
be faulted).

What is more, the interaction between the participants, who hailed
from every corner of the globe, and the artistic and cultural context
of the venue, were perfect. This harmony was quite palpable when a
book of remembrance was compiled for Janet Mansfield, with everyone
contributing.

The idea of combining this event with a number of exhibitions of
work by TAC members (such as the extensive American Visions in Clay
exhibition at the Patina Gallery, open extlusively to American IAC
members), gave the event special significance, as it temporarily perme-
ated the fabric of the hosting area. Like ‘dipping’ the sculptures, objects
and compositions in local knowledge and, on the other hand, leaving
an impression, a mark, a trace, an imprint of their presence, of their col-
lective, temporary passing through.

The exhibition, however, that dominated the event was the New
World: Timeless Visions membership exhibition of the IAC, held at the
New Mexico Museum of Art. It provided a platform to showcase ten-
dencies, virtuosities, different approaches to earth, the plasticity and
tractability of clay, glazes and pigments. Works of art were open to dia-
logue and comparison. The artists, who are actually familiar with their
colleagues’ work and the leading artistic trends, exhibit at the highest
level, creating a kind of multiple composition, a sort of orchestra whose
instruments express themselves through colours, lights, shadows,
reflections, geometries, sinuosities and recurring traits.

The event was marked by its professionalism, stemming not only
from the presence of great international masters, but also from the fact
that IAC membership is dependent on individual candidates obtaining
collective approval of their personal understanding of materials, plas-
tics and poetics.

Ceramics artists, writers, educators (and more) were in attendance
in full force including members of the National Council on Education
for the Ceramic Arts (NCECA). A large number of artists teach, or have
taught, in art institutes, universities, colleges or academies. This aspect
was not forgotten in Santa Fe with the NCECA Exhibition Eciimene:
Global Interface in America Ceramics, held at the Santa Fe Community
College. Garth Clark and Marc Del Vecchio were both in attendance at
this vernissage and on hand to lend their critical expertise, two impor-
tant and authoritative figures in the theoretical study of modern and
contemporary art.
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The General Assembly opened with the greetings of Joe Bova, (President
of the American Association of International Ceramics [AAIC] and the
on-site organiser of the assembly) and of Mary Kershaw, the Director
of the New Mexico Museum of Art. Jacques Kaufmann introduced
the new [AC members and showed some of their works with the aid
of a PowerPoint presentation. The opening speech was given by Peter
Held, Curator of Ceramics at the Arizona State University Art Museum
Ceramics Research Center, on the subject of “Decentering Clay”. Then
the Assembly opened, with the election results revealing Kaufmann as
the new President and other elected positions.

Santa Fe offered those present the opportunity to totally immerse
themselves in study and comparison, while providing a busy pro-
gramme of lectures and meetings covering many topics of current rele-
vance and popular and contemporary themes. One fascinating lecture of
current relevance was on the issue of where ceramic art belongs
in today’s figurative and plastic arts and where it coincides
with the artistic life of a workshop. Magdalene Odunde (Master
Potter, Officer of the Order of the British Empire — OBE) made
some interesting contributions to this subject.

Discussed was the aspect of high quality works interpreted as
objects, intended to be used as well as a vehicle for maintaining
and reinforcing our deepest, most precious and rooted ancient
artisan cultures, were discussed. This theme was explored in the
lecture on his work and life by Lonnie Vigil, a native American
Pueblo potter from Nambé Pueblo on his work, life and culture
and was enlightening and emotionally charged.

The educational aspect of ceramics was explored during the
General Assembly with presentations of courses
and practical workshops run by Jean McLaughlin
(moderator), Doug Casebeer, Jeff Guido, Tyler
Gulden, Steven Lee (ceramics centre and craft
school directors) in “American Visions: Alternative
Studies”. A reflection on the future and evolution
of ceramics processes is crucial at an event of this
kind. An occasion with such artistic stimuli needed
some technological input and this was provided by
Andy Brayman and Del Harrow in their lecture on
“Digital Explorations in Ceramic Art”. This was fol-
lowed by a debate where Anna Calluori Holcombe
made a precise and competent contribution on the
future and new frontiers of ceramics.

[nteresting was the lecture by Neil Tetkowski
“The Common Ground World Project”, about
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Above lefl: foe Bowa, Lonunie Vigil
(potter at Nambé Puelilo) with his
waork and Elaine Olafson Henry,
just after the artist's contribution.
Above right, left to right: Moyra EI-
tiot, Elaine Henry, Sherman Hall,
Tina Byrne, Mary Barringer and Jim
Rontberg. During “The Critical Article
- Definition, Use, limplemeniaton” panel.
Top: Wong Fiona Laiching. Moon.
2004 Terracotla. 3.15 x 15.7 x 10.2
i (8 x 40 x 26 cm.) Photo by Wong
Fiona Laicking. Collection of Harn
Musewt, Universily of Florida.
Below: facques Kaufmann. The Oars-
manfImage of the Current System
of Thinking. 2011. Codled stoneware.
30x32x18em.
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The Cormmon Ground World Monwment 2000, ceramic work cre-
ated with all types of clay from all around the world, on dis-
play at the United Nations building in New York and the panel
on “Generations: Women from Santa Clara Pueblo” by the
young artists Roxanne Swentzel, Rose Bean Simpson, Nancy
Youngblood and Beverly R Singer, PhD (moderator).

Just as important, the Assembly provided an opportunity to
meet extraordinary, outstanding artists whose works have been
exhibited and have received awards in the most prestigious
events worldwide. It is important, for instance, that the recently
elected Kaufmann has one of his works at the MIAAO (Museo
Internazionale Arti Applicate Oggi) in Turin, Italy; it is displayed
at the entrance and was acquired in 2003 during the Masterpieces:
L'artista-artigiano tra Picasso ¢ Softsass exhibition and chosen by
the director, Enzo Biffi Gentili, as a permanent acquisition. This
large terracotta and cement vase lies on the ground and creates
an extraordinary visual and architectural impact (Grand vase trois
Abouve: Mare Leuihold. terres, 2002). In contrast, Japanese artist [to [tsue was present in Santa Fe
: Bechyne Pagoda. Porcelnin. 18 cni. ot Nowy World: Timeless Visions with hex Sen Series, Beginnings sculpture,
l- Top: Kelsuingla CJ-n,zko. Brm‘n‘ha’s. hosted at H M [ Art Uni ‘tv of Florid
| Hand. 2011. Adhering chamotie with now nosted a arn Museum ol Art, University o oriaa.

! glaze. 12.2x 9.1 x 6.1 in, The artistic figures in the ceramics world follow precise guidelines
(31x23x23cm.) that do not overlook or exceed any of the fundamental stages of the
| Below: A Van Foey. 2011. Vessel. art: poetic expression, l'esprit, artistic thought, materials chosen and
| Earthenoare, electric fired 1100°C, shab . . .
,. building aird press moulding. used, skilful techniques, methods of representation and contemporary
{ Photo by Dries Van den Brande. relational aspects. In today’s world, the Internet and the many instant
means of communication bring experiences close together and contact
is lively, dialectal. Yet meeting a great renowned artist in person, such
as the extraordinary publishers present, Jim Romberg, Elaine Henry,
Mary Barringer, Moyra Elliot, Sherman Hall and Tina Byrne, is truly
exciting. These publishers, who attended a special round table entitled
“The Critical Article — Definition, Use, Implementation”, illustrated
their different strategies. United in their determination to safeguard the
quality of publications, two distinct issues emerged. Firstly, the need
to propose a wide variety of articles, covering many aspects and on
different levels; secondly, the desire to maintain critical standards and
sculptural expression when choosing artists and articles written profes-
sionally by historians, curators and art critics.
The General Assembly touched upon all areas of interest in
the world of art, including the important aspect of art history
l and criticism. An example was the extraordinary lecture (a
lectio miagistralis in the true sense of the word) by Garth Clark
entitled “Vulcan God: Lucio Fontana Romances the Kiln 1926-
1968"; his talk traced the varied career of Fontana, the great
20th century master who was born in Rosario, Argentina on 19
February 1899 of Italian parents but who spent most of his life
working in Italy. Clark described Fontana’s poetic expression
and style and told numerous anecdotes. This was followed
by talks, including one on the contemporary ceramics culture
in Italy and the world, Jed by Marc Leuthold, a New York
sculptor whose work was recently featured in a monograph
entitled Marc Leuthold, Sculpture, 1995-2010.
Del Vecchio, with Jim Lawton and Nathalie Fitzgerald, under
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the coordination of Peter Held, expressed
the viewpoint of Artist, Collector, Gallerist,
speaking about “Collecting: Its role in the life
of the artist”. The ceramics artist is, indeed,
strictly dependent on these figures: the col-
lector nourishes him because he loves his
poetic art or recognises his works as a sound
investment; the gallerist because he promotes
and protects the artist’s work, instrumental in
his success. Then there are the competitions
and cultural events. If the cultural events
are prestigious, they are invaluable experi-
ences; competitions, on the other hand, create
emphasis, trends and are springbecards to
launch names onto the international scene.
Lastly, some artists (who are also IAC mem-
bers) are enjoying some extraordinary experi-
ences in industry and large-scale projects.
When you rub shoulders with some of the
biggest names in the world of international
ceramics for a couple of days, you pick up on
particular perceptions and vocations: Gustavo
Perez of Mexico, for instance, Vice President
and representing South and Central America,
appeared especially attentive to new forms
of expression, taking on the symbolic role of
tutor for the younger generation. Perez, who Above: Antra Calluori Holconbe.
is a familiar face in Europe, is open to different approaches to ceramics N“H“”."_“ nella Scotola I1. 2010-2011,
. . . ervend porcelain, 30 scanning and
and its many forms of expression. He has a background of highly ;.10 for imodels, stipeasting, gold
technical knowledge and expertise. The aspect of the new generations  lusire, museun board, paper, grommet.
brings everyone together. 23x75x55in.
A sense of continuity emerged at Santa Fe, in keeping with the com- B""'”;‘{’;G“sm”o Pérez. Vase (11-115).
. . " 11. Stoneware. 23 x 41 x 13 cm.
plex worldwide scene, a successful fusion of tradition and marked
innovation, even involving 3D. Similarly the respect for the practices
and procedures faithfully reflect the sacred canons of art, which are
sometimes developed and conditioned by technology and experimen-
tation, sculptural expression, perceptible in installations and objects
with iconographic reinterpretation.

Rolando Giovannini earned a degree in Geology and a diploma
at the Academy of Fine Arts in Bologna, [taly. He is a teacher at
the Brera Academy of Fine Arts in Milan and the former Principal
of the Istituto Statale d' Arte per la Ceramica Liceo Artistico per il
Design Ceramico (State Art Institute for Ceramics and Ceramics
Design School) in Faenza, ltaly, from 1986 to 2012, He is the author
of books on ceramics and founded the NeoCeramica Movement
in 2007. Giovannini has done research on ceramic and neon. His
works are held at the Victoria and Albert Museum in London
and at the Shin-Kobe underground railway station in Kobe, He
was invited to the 544)i Internationat Art Exhilbilion of Hie Bicnnale
of Venice (2011) and BLA BLA, Milan (2013). He is a Member of
NCECA and of MI.MA (Milano Makers, 2013).

Translated by Domijno of Elisa Moro, Italy.
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As we in the Northern Hemisphere are in the middle of autumn, those in
the Southern Hemisphere are enjoying spring and anticipating summer.
When the May issue is distributed, those seasons will be reversed. Editing
the journals (Ceramics: Art and Perception and CeramicsTECHNICAL) has
encouraged me to think even more globally than I did previously. When
you travel this amazing globe, you (it is to be hoped) gain the perspective
that we are so much more alike than we are different. With all of the
violence in the world, it is more important than ever that we exercise
acceptance of the ways in which we are different. At the recent General
Assembly of the International Academy of Ceramics in Dublin, Ireland,
this was evident. We welcomed our first (ever) new member from
Pakistan, Alam Sheherezade. In traditional dress, Alam expressed her
heartfelt appreciation for being elected to this international community
of ceramics. She was embraced and welcomed by the members and we
would expect nothing less.

This issue includes articles that also exhibit how much alike we are in our
affinity for clay, how diverse we are in how we use it and how we travel
the world to be stimulated and even to put ourselves out of cur comfort
zones. As examples, Antonella Cimatti of Italy reports on a symposium
in Japan; A Feyza Cakir Ozgundogdu of Turkey relates her experience in
Zibo, China; Rolando Giovannini of Italy describes the work accomplished
by Marc Leuthold (US) while in Faenza. Particularly touching in this
issue is the account by accomplished artist Paul Chaleff on his extensive
collaborations and his long-time friendship with the Jate Sir Anthony Caro.

In 2015, we will publish the 40th issue of CeramicsTECHNICAL and the 100th
issue of Ceramics: Art and Perception. We are aware that many of our long-
time subscribers have each and every issue that has been published. We
appreciate your loyalty.

We now send the journals to 67 countries around the world. Sharing
information worldwide is what keeps the field of ceramics as diverse,
exciting and accepting as it currently is. We welcome articles of international
interest on your technical and historical research, cultural events and
exchanges, educational opportunities as well as the strategies and processes
that you use in your work. I may have written this before in this column but
if I had one wish, it would be to speak every language. Just imagine.




Marc Leuthold in taly
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Zauli as Muse

Above: Carlo Zauli. Sala Anni 60. 1960s.
Years Room, vases. 1962 to 1967. Glazed

white stoneware, Zauli's double walled RO lando Gzovannznz rela tes
vessels, wheel-turned advanced (late)

work. Phato by Marc Leuthold. 4 ; :
Below: Marc Leuthold workshop at the Marc LeuthOld 5 experzences 1

Musenm Zauli. 2013.

Photo by MCZ — Eeenza. ialy Faenza and Venice, Italy

HE QPPORTUNITY TO VISIT ITALY DURING THE VENICE BIENNALE 1S A COVETED EXPERIENCE FOR MGST ARTISTS

I the world over, but to also be invited to take up a residency at the Museo Carlo Zauli in

Faenza'!, during this period, would, in itself, be a dream come true. In July 2013, Marc

Leuthold, New York artist, Professor and Head of Ceramics at the State University of New York,
was so fortunate.

The Museo Carlo Zauli is today a museumn dedicated to its namesake. Zauli was the preeminent
Italian ceramics artist of the second half of the 20th century. Perhaps, the most extraordinary aspect
of the Museo Carlo Zauli is how, even today, everything remains intact, original and complete. A
time capsule, a faithful preservation of the master’s studio, yet still a space for creative growth.

For the past 50 years, the Zauli studio has been the site of
major events, a sort of Last Supper for many artists, such as
Lucio Fontana, Arnaldo and Gid Pomodero, Pine Spagnulo,
the historian Giulio Carlo Argan, the novice Claudio
Spadoni, as well as a large contingent of Japanese artists
who began to arrive in the 1970s. Such interactions must
have helped shape Zauli’s development.

Matteo Zauli, the museum’s Director, remembers
opening the studio as a venue for artistic events soon after
his father’s death to give life to the museum, to enhance
its collections and exhibition spaces. His goal has been
to create an institution of experimentation and research.
Matteo Zauli’s programming has “given new vibrance to
the rooms and libraries. The museum is in a continuous
state of renewal rather than a static monument to the
memory of the great master.”




Since 2003, according to Matteo Zauli, the Zauli Museum, in
collaboration with the Institute of Art and IS1A, has initiated a process
for the development of ceramic art from a variety of perspectives. In
order to promote ceramics in the broader context of contemporary art,
residencies were given to Sislej Xhafa, Piero Golia, (in Vice versa Italian
Pavilion selected by Bartolomeo Pietromarchi) and Diego Perrone, Yuri
Ancarani (in The Encyclopedic Palace selected by Massimiliano Gioni),
all at the Venice Biennale of 2013. In 2012, the museum decided to invite
internationally renowned masters of ceramics — Jeff Shapiro (2012} and
Marc Leuthold (2013, originally proposed by Antonella Cimatti).

THE RESIDENCY

Leuthold arrived in Italy via France where he had held master classes
for two weeks in the atelier of Sandrine Rousseau at the Vallauris
Institute of Art before continuing on to take up the Zauli
residency in Faenza', the most celebrated city of ceramics in
Italy from which the term Faience is derived. He was to spend
a week living and working at the studio-atelier; discovering
its hidden nooks and crannies, the movements of light and
shadow on its stone architecture.

For Leuthold, Zauli is both “muse and source of inspiration”.
As he retold it to this author, any influence of Zauli's cenvre had
been initiated years before on a visit to the Sculpture, Objects,
and Functional Art fair (SOFA) of 2003. He was “shocked by
its scale and muscularity of form and rich shino-like surfaces.
Zauli had a confident hand and did not feel compelled to
subjugate the medium. His timeless, massive forms twist
and meander with an alluring surface. Zauli's work seemed
somewhat out of place at SOFA NY, belonging, instead, in the
Sculpture Garden of MoMA or at the Noguchi Foundation.”

Although Leuthold developed his art without any
knowledge of Zauli (an artist whose importance to the field
is comparable to that of Peter Voulkos), he acknowledges
the synergies of their artistic paths when he states that both
their art practices “evolved from wheel-generated vessels to

delle arate e delle zolle. 1976, Bronze
and two sculptures on the sidewalls.
1982. Giazed white stonetare, trium-
virate of Zaudi sculptures in basenent.
Photo by MCZ — Faenza, Italy.

Top right: Mare Leuthold briefing the
workshop participants, July 2013.
Photo by MCZ — Faenza, Italy)
Aboveleft: The artist participants and
Marc Lenthold in the old kiln room .
of Musetm Zanli. j

Photo by MCZ, Fnenza, Italy. !

Above Right: The old kil room. |
Photo by Andrea Santucel. |

Below: The workshop participants. |







non-objective  sculpture”.
Further resonances can be
found between Leuthold
and Zauli in their aesthetic
and gestural response to the
material.

Many artists wish fto
dominate the medium;
viewing faults such as fears
and cracks as errors to be
corrected. Alternatively,
Zauli and Leuthold find that
these ‘problems’ enhance the
work, rendering the process
less predictable, more of an
act of collaboration with the
material. Embracing cracks
that emerged in the process
of making, Zauli often
created works through
slumping and ripping the clay. Similarly, Leuthold finds that “the
breaks and cracks open up the form in important ways.” He will on
occasion deliberately destroy the post-fired form in order to transform
and give it a revitalised ‘voice’. Commenting on the Zauli collection,
Leuthold paid particular attention to the manifestation of this quality:
“Early vessels were conservative and less original, later ones more
experimental: beautiful volumetric forms — fertile and rich, already
with the signature grey-white glaze with subtle flashes of red. In the
same room was the masterpiece: a huge mandala-like form - thrown

Facing page: The artist Piero Paolo
Muazzotti, FOS Ceramiche in Faenza.
Looking rt Leuthold work made of Carlo
Zauli clay. Photo by Marc Leuthold.
Above: Carlo Zauti. Ruota Strappata.
1967. Glazed white stoneware. 122 x 124
x42 e, Photo by MCZ — Faenza, Italy.
Below: Marc Leuthold, the artist
Muky (Wanda Berasi)and Matteo
Zauli, Photo by MCZ — Faenza, Italy.

on both sides standing on end with a huge gaping crack. An impossible, monumental piece,

perhaps 50 inches tall.”

Sadly, the relationship to material process that is highly valued by both these artists has not

been fashionable in an idea-driven art world. Relational Aesthetics, Post-structuralism, frompe
l'oeil, technology and science-driven works are the order of the day and do not address the
importance of process and touch.

In the 1980s, Zauli - influenced by German styles - became enamoured with an extraordinary
black stoneware clay to the point of changing style, transitioning from ‘white’ to ‘black’ and
creating numerous unglazed sculptures from it. He amassed a large amount of this black clay,
which is now stored in the museum cellar. Owing to its precious nature, to date, only Shapiro
and Leuthold have been invited to use it.

During his stay Leuthold used this clay to create several non-objective sculptures in honour of
the Zauli family - the artist and
his children. His comment on the
nature of this clay that it was “rich
... and cohesive in a way that I
have never experienced” seems
also to be testament to the artistic
life of Zauli and his son Matteo’s
dedication to the endurance
of his father’s legacy and also
a subtle acknowledgement of
Zauli’'s daughter, Monica, who




Above left: Carlo Zauli. La canting
delle argille. The cellar of the clay and
on the triumuvirate of Zauli sculptures
in basement.

Above right; Ron Nagle. Partico-
lari dell’installazione (Detail )
2008/2013. All works ceramic and
mixed media. Giardini, 55th Inter-
national Art Exhibition, Il Palazzo
Enciclopedico, la Biennale di Venezia.
Photo by Francesco Galli, courtesy of
la Biennale di Venezia.

Belew: Jessica Jackson Hutchins.
Rondamoo. 2011/2013. Plaster, col-
lage, aerylic marker, fabric and glazed
ceramic. Arsenale, 551 Interniational
Art Exhibition, Il Palazzo Enciclope-
dico, la Bieunale di Venezia, Photo by
Francesco Galli, courtesy of ln Biennale
di Venezia,

sat in on several of his workshop sessions. His admiration for her craft also
reveals the attention he granted his surroundings in providing a reverent
inspiration for the artworks he was to produce while there.

A noted architect, Monica Zauli has designed the exhibits and
renovated the spaces. No detail was too small for this sensitive designer.
Even the basement was carefully altered. There, against a backdrop
of decades old, bagged raw materials, she sited a dramatically lit
triumvirate of non-objective sculptures.

['HE WoRksHOP

While immersing himself in the structure and contents of the Zauli
Museum, Leuthold also spent some of his time in the original studio-lab
of Zauli imparting the wealth of knowledge he has gained through 25
vears of his own art practice. Working alongside Leuthold, participants
(under the coordination of Cristina Casadei) constructed forms and
dried them to a leather hard state, before later carving. He demonstrated
techniques including marbleising and carving clay. He also presented

lectures to complement technique. Participants, at first frustrated by this subtractive approach,
gradually internalised the techniques in a deeper way, thereby reinterpreting and extending
their own artistic voices.

Of Leuthold’s practice and his approach to teaching, Monica Zauli observed his “exceptional

sensitivity which also transmits in a non-verbal way. There is a veritable
depth of feeling to his understanding. Leuthold seems to form a bond
with the ceramic material at an almost cellular level.” Every detail of
his process is investigated thoroughly in its innermost form and this
is reflected in the manner in which he imparts knowledge and in the
forms he produces. One feels as if one is catching a glimpse of the first
stirrings of the universe.

VisimnG VENICT

Later during the visit, Leuthold and I travelled together to the Venice
Biennale. In the midst of a hot July, Venice swarming with tourists, we
took a water-taxi to the Biennale campus.

Not infrequently, talking to artists, art critics, scholars and journalists,
one wonders if an artistic event is interesting or not. The Venice Biennale,
the complexity and the landscape that offers both the contemporary and
avant-garde world, can not be catalogued within ordinary parameters.
One goes, watches, reads and perceives stimuli, sometimes feeling an
affinity or involvement with the innovation. The art evolves, the poetry
intertwines and mingles. The works become all-inclusive; a fusion of
the entire experience.
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Recently, the art world has turned its eye and heart to the field of
ceramics and this has resulted in a greater presence of ceramic based
works in this current Biennale. For artists such as Leuthold, it is a chance
to ruminate on a broader reflection of the ‘face’ of ceramics.

Among the artworks was a room of Ron Nagle sculptures. Here,
Leuthold was able to witness the culmination of a stalwart’s practice
and commented that “None of these new Nagles were pots — a logical
direction for this artist whose work seemed ever more tenuously tied to
the vessel.” Of the mixed media ceramic sculptures of Jessica Jackson
Hutchins who represents a new breed of ceramic art, he recognised
the balanced tension of aesthetics and the masking of skill: “Ugly and
beautiful, these sloppy sculptures are technical tours de force. Armchair

Above lefl: Shinichi Sawada. Opere

iir mostra alla Biennale Arte. 2013.
Terracotta. Arsenale, 55th International
Art Exhibition, Il Palazzo Enciclopedico,
la Biennale di Venezia, Collection I'Arf
Brut, Lausanne, Photo by Francesco
Galli, Courtesy ofla Biennale di Venezia.
Aboveright: Mare Leuthald. Torture
installation. Phota by Mare Leuthold.
Below: Monica Zanli with Zauli‘s
Torn Pottery Series Vaso Sconvolto.
1976. Glazed white stoneware.

On the wall, Vast Sconvolti, 1977.
Glazed white stoneware.

Photo by Mare Leuthold.

has an impossibly formed stomach like ceramic volume draped over both sides of the back of a
ratty old American wingback chair.” He also showed an appreciation for the primal beauty of
the series of works, Oldest Living Things by Shinichi Sawada, an outsider artist from Japan and
the timeless, alchemical action of Ossido Ferrico by Francesca Grilli, a large sheet of slanted steel
with a slow drip of water creating an enormous evolving oxidised painting on the steel surface.

A creative act is never static; always excavating the past and tilling the future; every element
has a particular value; a prodigious energy; each steering the thought-process, facilitating new

associations, experimentation and complexity. As such the
Zauli experience and the Venice Biennale of 2013 were to subtly
influence Leuthold’s subsequent residency and exhibition at
the Sydney College of the Arts at the University of Sydney,
Australia in November, 2013. The final installation perhaps
incorporated a greater urgency and rawness in the gestural
and carved porcelain portraits than ever before and this was
intensified by the artist’s request that the audience slash
through a large paper tent to reveal a lattice of hanging slashed
paintings and the ceramic forms of the inner sanctum.

We carry our experience with us. Perhaps, for artists such as
Mare Leuthold, who can focus so astutely on the haeccities of a
present moment, the burden is richer and the creative act that
results, enduring.

ENDNCTES

1. This cily is also the seat of the International Museun of Ceramics (MIC} and the
Ballardini Inslitute for Ceramic Arts (now Liceo Artistico per Design). MIC, directed by
Claudia Casali, hosts the International Compelition of Contemporary Cerqinic Arf, which is
now in its 59th year.

Rolando Giovannini is currently Professor at Brera Academy of Fine Arts, Milan.
Translated by John Wheatley
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Ceramics

Iga Diary. Ryusei Arita recounts his woodfire experience in Japan.

Glazed Concrete. Anja Margrethe Bache discusses her architectural engineering
research,

Painted Pottery and History. David M S Palmer reports on the evolution of
painted decoration on pottery.

Let it Bleed. Rimas VisGirda describes his exploration of surface technigues.

Contemporary and Mid Choson Perspectives. Heekyung Lee focuses her
research on a porcelain jar at Kookmin University and similar Choson ware.

Evolving. Donna Rozman describes one potter’s experience with marketing.

Dehua: Return to the Fold. Anthony Stellaccio introduces the Yueji Kiln Center.

Porcelain: A Diverse Medium for Modern Times. Anfoinette
Badenhorst traces the lineage of porcelain and its uses.

The Paperclay TODAY Conference and Symposium. Sudha Achar
details the experience of an international paperclay conferencefsymposium.

Dense Packing and Filter Pressing Moist Clay. Jeff Zamek discusses the
options for clay mixing.

Ceramic Camp in Foshan China. Rolando Giovannini relutes his experience
al an ancient kiln site in China.

The Transformation of Simple Form. Leo King discusses the influences on
his forms and surfaces.

Utilization of Ferrochromium Fly Ash as a Pigment Raw Material
in Stoneware Glaze and Underglaze Decoration. Munevver Caki,
Nuran Ay and Selvin Yegilay Kaya.

SunKoo Yuh's Workshop at Haystack Mountain School of Craft.
Shin-Yeon Jeon describes the experience of working with a generous instructor.

Computer-Aided Ceramic Visualization. Ufuk Tolga Savas describes his
research in three dimensional ceramics imaging.

Renegade Clay. Koren Weiss describes an ephemeral public art project.

The Thinking Artist/The Fabricating Artist. Orly Nezer posits which
skills should be taught in ceramics departments at art schools.

Working Fire. Perny Smith invites us in fo the richness of the woodfire tradition.

A Special Place: The International Ceramics Studio in Kecskemét,
Hungary. Debra Sloan visits the studio and residency in Kecskemét,

Thirty Years of Development of Chinese Contemporary Ceramic
Art. Article by Ning Gang, Li Chao and Feng Weina.

Condon’s Art Process: Portrait Busts. Dorothy Joiner describes the process
used by figurative sculptor, Judith Condon.

The Aesthetics of Mayan Civilization Reflected in Clay Dolls. Lee,
Hun-Gook and You Huwa-Yeol discuss the culfure and creation of Mayan clay dolls.

100 Documenting Fire: A Profile of Brian Benfer’s Industrial Series.

Dawrt Padula describes Benfer’s processes.

| 104 Education Models in Industrial Ceramic Design. A Feyza Cakir

Ozgtindogdu reviews the example of Tsinghua University.

109 A Potter’s Tale in South Africa. A book review by Janet Mansfield.
110 Australia’s Mount Gibraltar. Steve Harrison describes the tenmoku on the

edge of town.
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The 44th General Assembly of the International Academy of Ceramics,
hosted by Ateliers d’Art de France, was held in September in Paris. Forty
ceramics exhibitions were hosted in galleries and museums throughout
the area, including the members’ exhibition at the S2vres Ceramics Mu-
seum. The local committee deserves much credit for their planning and
execution of this large undertaking, which was attended by approximate-
ly 250 members and non-members from throughout the world. With the
meeting being held every two years, the Council has announced that the
2012 General Assembly will be held in Santa Fe, New Mexico, US; and
the 2014 General Assembly will be held in Dublin, Ireland. Dates will be
forthcoming. Pre- and post-trips at these upcoming assemblies will give
attendees an opportunity to see more of the host country’s contemporary
and historical ceramics offerings as attendees were able to do in France.
Members and non-members are welcome to attend the conference events.

At the above conference and at other places where ceramic artists
gather to share their research, techniques and skills, there is often dis-
cussion about how fortunate we are as ceramists to have so many who
are willing to demonstrate, to distribute glaze and clay body recipes,
to trouble shoot on technical issues and to share knowledge in general.
Not all media in the arts have this same generosity of spirit. The field
of ceramics is broad and deep. We will each spend a lifetime work-
ing toward solutions to our own individual ceramics issues and the
sharing of this research, as ceramists are accustomed to doing, cre-
ates a uniquely close-knit and peaceful international community.

In this issue of Ceramics TECHNICAL, there are articles from or about
Japan, Denmark, Korea, the US, China, New Zealand, Turkey, Australia,
Israel, Hungary and Mexico. The articles cover such topics as woodfiring,
filter pressing of clay, paperclay, glazed concrete, historical research, clay
body inclusions, pigment raw material in stoneware, workshops, comput-
er aided design of ceramics and international ceramics educational meth-
ods. We are now mailing or distributing our two titles (Ceramics TECHNI-
CALand Ceramics: Art and Perception) to 65 countries throughout the world.

The field of ceramics has, perhaps, never been so broad, with art-
ists designing for industry, others doing more ephemeral work and
seemingly, all possible areas in between. News releases in the back
of this issue present new materials for ink jet printing on tiles of vary-
ing thicknesses and L&L Kiln Mfg, Inc announcing new ‘eQuad-Pro’
Production Kilns. We welcome your articles and news releases on
your technical and historical research as well as suggestions on is-
sues that you would like to see us cover. Please let us hear from you.
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In Foshan, China

Rolando Giovannini relates his
experience at an ancient kiln site in China

The artists signed a lile as @ symbol of the Marco Polo was born and from the State Art Institute of Faenza to par-
ﬁ'o;:'r;‘,;jtg:;}’g:fg‘%ra?,”;( fg }';iz"}s f;’;;;:;g AL ticipate in Foshan (Sputh East China) at an international workshf)p,
Giovannini, Wei Hua, Lu Bin, Ton  irnmersed in a park entirely dedicated to the antique culture of ceramics.
Hongyu, Mr. Dailun Qiu, Erik Roven, The ‘Holy Land’ Park in Shiwan includes a lake, a museurn with antique
Antonelia Cimalti, Kim Hyeog Soo, Kim  collections, a contemporary gallery, an arts centre for teaching art to children,
saeng Hon, Ciji Zhang, Kim Dong Jutt, i i historical art studios and numerous ‘small figurine’
Yoo Ji Yong, Li Jingjing, Chen Guanghu, Va110US _extra'lordmary' istorical art studio | numerous “small figurine

M. Chao He Xu and Meren Zu (Bobe). Production sites. Also included are an ancient village with typical buildings

from the Ming and Qing dynasties, a temnple dedicated to the God of the

North, numerous open air sculptures in different materials and an impres-

sive bujlding for artists in residence. Above all, however, is the presence of

the enchanting dragon kiln, which has been woodfiring for over 500 years.

Among other things, it has also been connected to industrial production,

with expository and commercial fields dedicated to the art of mosaics, sani-

tary fixtures and tile production. There are numerous show rooms which

exhibit the most avant-garde industrial commercial pieces.
The fascination of ancient Chinese ceramics culture had already been
imparted to us at our Italian ceramics school; where, included in the didactic

The Opening Ceremony of the Camp. IT 15 REALLY QUITE AN HONOUR: TO COME FROM THE COUNTRY where the explorer
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curriculum, are some Chinese ceramics and porcelain production tech-
niques and the sequence of styles throughout the most important dynasties
century after century.

The invitation was for the 2009 Nanfeng Kiln International Ceramic Work
Camp held in Foshan, Guangdong, from 15 to 30 August, 2009, at the 1506
Creativity City with the Chairman, Mr Dailun Qiu. There were 16 artists
from different parts of the world: from China there were, the Artistic Director
Wei Hua and Tan Hongyu, both Professors at the Academy of Fine Art of
Guangzhou; Lu Bin, Professor at the Nanjing Art Institute (noted in Italy for
his award at the 52nd International Ceramic Art Competition in Faenza); Chen
Guanghui from Shanghai and three young artists, Li Jingjing, Xie Jinlin and
He Yonghao. Then from Korea there were Kim Hyeog Soo with one of his
Chinese students, Ciji Zhang; and the young Yoon Ji Yong, Kim Dong Jun,
as well as Kim Saeng Hwa, a Korean artist who makes her living with her
own atelier in Foshan. From Europe, the Swede Erik Roren was there, well-
known for his urban installations and public art projects. There were also
two Jtalian artists from Faenza: Antonella Cimatti, teacher of Design at the
State Art Institute; Ballardini G and myself. All of the artists at the Camp
contributed in the artistic and creative activities with popular and theo-
retical aspects through lessons and conferences. The lessons were carried
out by means of slide shows dealing with topical themes or about research
regarding the art and technology of ceramics according to the culture and
traditions of each country represented. Also, panoramas and critical visions
were presented on contemporary art trends, such as the development of
design in Europe and ceramics for architecture and urban furnishings.

The synthesis of knowledge and different languages {it was sometimes nec-
essary to explain oneself using all four; Chinese, Korean, English, French)
were the key points of this new international experience; the Camp was set
up as a place of exchange of consolidated technical and artistic skills assisted
by an extraordinary staff made up of lab assistants coordinated by Meren Zu
(Bobo) and by young planners and designers available to assist with research.
Official translations also played a part, carried out by Miss Sunny for the
English speakers and by the artist, Kim Saeng Hwa, for the Korean ones.

The organisational capabilities of the Director and creator of the project,
Qiu, made it possible to give life to sculptural pieces within just a few days,
which have since remained as a legacy of the occasion. The proceedings of the
event were carried out with a detailed and precise protocol: first there were
presentations of the ateliers and of the equipment at our disposition. Even
just the choice of work table and its location including tools and materials
gave the idea of the approach that each artist and sculptor wished to take.

This was followed with a technical meeting. The Advisor of Technology,
Clay and Glazes for use in the dragon kiln and the Camp itself explained
each application to all artists involved. This was the most loved part of the
ceramists, where ways of working join and intersect. It was an international
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Top left: Technical meeting on the
first day. Mr. Chen Chao, assisted

by is staff, briefs the parlicipating
artists. From left : He Yonghao, Meren
Zu (Bobo), He Junou, Chen Chao,

Li Jingjing, and Sunny. The designer
Xie Jintin (collaborator on the farge
scale waterfall sculpture entitled

Toitet Walerfall, October 2009), is
presenl in (he pholo, but being covered
by a collengue in the foreground.

Top centre: Erik Roren and

his piece. Inciudes bamboo

rods 5 melres in length.

Top right: Professor Wei Hua, This
piece reguires tie assembly of nnerous
stalues in varying dimensions, made
from moulds from plastic models.
Above: Toilet Waterfall. The
sculpture measures 100 melres long
and five metres tall and was designed
by Chinese arist Shu Yong. 1506
Crealive Cify, Foshan, Oclober 2008,
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Top left: Antonella Cimatti,
Creating lwo of the five elesients

that coinprise her sculpiure,

Syringe exirusion with liquid
porcelain on a refractory stab.

Top cenire: The Ancient Dragon
Kilu of Foshan, Guandong. Nole
the diverse inclinations of the kiln
which kas been buitt into a small hill.
Top right: Kim Dong Jun.

Young Korean artisl showing the
base of his large sculplure wilh

a particular fragmented effect.
Above: Tan Hongyju. Artisl

from Ching sitting al the fool of her
plastic arch relief compesition; the
sculpture is comprised of many parts
which come from premade moulds.

The fascinalion of ancient

Citinese ceramics culture had
already been imparted to us al our
Italian ceramics school; where,
included in the didactic eur-
riculum, are some Chinese ceramics
and porcelain production tech-
nigues and the sequerice of styles
fnroughout the most huportant
dynasties century after century.
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language rooted in the knowledge of the basics of chemistry and of how to
work and model the clay on the basis of an artistic idea. The know-how of
processes sometimes gives suggestions and allows for changes to the orig-
inal project itself, with variations in the program that in certain cases reveal
themselves to be brilliant and possible only in that specific context.

During the meeting, comparison charts were provided of the 21 different
glazes available and best adapted for the dragon kiln; these contained visual
indications of colour, the descriptions of the vitreous coatings, model descrip-
tions, their codes, colours, notes on dishwasher use, whether best fired in the
dragon kiln or gas, the temperature, the glaze ingredients, the components of
the earth (clay and mixtures), the characteristics and descriptions of the glazes
with hints regarding technical applications, such as thickness, fusibility, met-
allisation, transparency and others according to the specific glaze. Notes were
distributed with over 300 entries in English and Chinese regarding technical
and ceramics terms, entitled Ceramnics Terminology, a precious document, not
only for communication but also based on the selection of terms. One was
able to comprehend the vastness of knowledge of techniques; in fact the
glossary contained within was itself a design aspect, a way of seeing things
as they were, even if it was only just a simple list of translated words.

There were three clays at our disposal: the first, Coarse Clay, is well adapted
for the creation of Jarge sculptures with a high resistance capacity but not
much plasticity. The second, called Semi-coarse Clay, is adapted for making
sculptures 40-50 cm tall. Its low fire resistance capacity is inferior to that
of the previous one but with more plasticity. The third, Fine Clay, could be
used for ceramics with extremely detailed modelled designs and for pieces
of about 40-50 cm high. Its bearing capacity is inferior to the Semi-coarse
Clay but it has a lot of plasticity. All have a high percentage of montmorilio-
nite (from 80 to 90 percent). These three clays were all able to be mixed and
employed for use in large scale sculptures. The glazes and their technical
applications were suggested for all three types.

To complete the panorama, there was a white stoneware already prepared
for slip casting and a white porcelain which was also able to be used in this
way or otherwise with the ‘slip trailing’ technique as was interpreted by the
artist, Cimatti. The firing temperature for all of the clays is from 1250-1280°C,
with the long mono firing of the dragon kiln in mind, the highest tempera-
tures were nearest the top. These firing structures were extraordinary, both
in the way in which they worked to full capacity and how they incorporate
a cyclical nature, large scale production and energy savings.

The history and the structure of the renowned dragon kiln in Foshan is
interesting and truly particular, as it has been illustrated and recounted by
experts. Situated on the banks of Dongping of the ancient city of Shiwan,
Guangdong, the Ancient Nanfeng Kiln was built in the Zhengde period of
the Ming Dynasty (1506-1521 AC). Its firing has not been interrupted and it
has been operating for over 500 years. It is the oldest dragon kiln in China
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and perhaps the world. The place where it is situated is seen as an impor-
tant national cultural site, heritage of the State Council and is noted in the
Guinness Book of World Records, cited as a “live cultural relic, an unmovable
national treasure”,

Traditionally, people of that place have called ceramics firing kilns,
‘Shiwan’. There are many types of kilns but the most famous are the dragon
kilns, since their form is that of an enormous sleeping dragon. Since the Qing
Dynasty, there have been 107 dragon kilns but at the moment there are only
three, of which the Ancient Nanfeng Kiln is the most famous. For almost 500
years, the flame has not gone out and it has been constantly in productien. In
this way, the kiln has been kept in complete working order without damage.
Next to the kiln, with an enveloping embrace that appears to be protecting
it, lives a 200 year old tree whose roots sink below the structure of the kiln
and seem not to feel the effects of the high temperatures. As legend would
have it, touching the roots brings good luck, which is in tune with the Taoist
dynamic of Yin and Yang where the wood feeds the fire and the kiln helps
to grow the tree: a perfect balance. Throughout the years, production has
never ceased for repairs, although the chimney was built in modern times.
The kiln is a total of 34.4 metres in length. There are 29 rows of fire holes
{five for each row) on the kiln. The firing holes ate used to feed the wood
throughout the firing process. There are four openings on one side of the
kiln for loading and unloading pieces. The layout and heat emitted during
the combustion of the wood cause infinite changes to the clay and glazes.
The dragon kiln is divided into upper, mid and lower sections with
three temperature ranges (low, medium and high and varying from 900-
1300°C) which are managed and controlled exclusively by the Kiln Magter.
To maintain an atmosphere of reduction, the Master of the kiln controls
the duration and the extent to which it is heated as well as any changes to
be made during the firing; only he knows how to make decisions with his
expert eyes based on the constantly changing conditions within. The waiting
period after the firing is 20 hours, as the kiln must cool down before it is
ready to be opened. Every five days the cycle can be repeated, meaning that
in a year, numerous firings are able to be carried out.

The varying slopes in different sections within are characteristic of the
dragon kiln and establish maximum output for Foshan. In fact, depending
on the angle and the slope produced, the kiln feeds the temperature and the
passage of heat. The kiln operates with a flue, rendering maximum perform-
ance, the preheating of the secondary air allows for best combustion. The
firing begins with large pieces of wood being burnt completely, then passing to
smaller pieces until finally reaching a maximum temperature of up to 1280°C.
With regard to the Camp, every artist produced a piece based on a previ-
ously defined project (which had been communicated via email), not smaller
than 1.5 metres, adapted for inclusion and installation in the park. All of
the works were finished on time, although they were fired later, due to the
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Top left: Chen Guanghui,
Professor from Shanghai, begins
with thin slabs for making
complex sculptures. The modelled
parts were covered with engobe.
Top cenire: Professor Lu Bin
from China, assembling his
installation dedicated to the
ity of Foshan. The picee, before’
the execution phase, was preceded
by a series of inprompiu sketches,
designed witl pen and paper.

Top right: The young Korean
artist, Yoou Ji Youg denton-
strates the final stages of

his coiled sculpture which

has been smoothed out.

Above: Kisn Saeng Hrwa, artist
Sfrom Korea who lves and works
in Foshan, during the final
stages of modelling this male
figure, The piece is propped up by
a support lo avoid any deforma-
tions during the drying phase.
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Abeve lefl: The young Chinese
student, Cifi Zhang, completes her
piece made up of geometric lines
and modelted iy the atelier, Behind
Zhang, her Professor Kim Hyeog Soo,
is working on his ceramic tower.
Above cenlre: Rolando Giovannini.
His piece called for the insertion of a
neon ligh! that wraps the sculplure.
Above right: The monumental scilp-
ture by Professor Kim Hyeog Soo,
which was placed in the park, Itisa
tower expressed by means of an archi-
tecturatly geomelric composition, with
texture and engobe effects. The Korean
Master used a drill lo create

holes and indentations.

The invitation was for the

2009 Nanfeng Kifn Infernationat
Ceramic Work Canip held in Foshan,
Guangdong, from 15 to 30 August,
2009, at the 1506 Creativity City
with the Chairinan, Mr Dailun
Qiu. There were 16 artists fron
different parts of the world: from
China there were, the Artistic
Director Wei Hua end Tan Hongyu,
both Professors at the Academy

of Fine Art of Guangzhou; Lu

Bin, Professor at the Nanjing Art
Institute (noted in ltaly for Iis award
at the 52nd International Ceramic
Art Compelition in Faenza); Chen
Guanghuii from Shanghai and Hiree
young arlists, £i fingfing, Xie
Jinlin and He Yonghao. Then from
Korea there were Kim Hyeog Soo
with one of his Chinese students,
Ciji Zhang; and the young Yoon

Ji Yong, Kim Dong Jun, as weil as
Kim Saeng Hrwa, a Korean artist
who makes her living with her twon
atelier in Foshan. From Europe,

the Swede Erik Roren was there,
well-known for his urban installa-
tions and public art projects. There
were also two Halian artists from
Faenza: Antonella Ciinatti, teacher of
Design at the State Art Institute; G
Ballardini and Rolando Giovannini.
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necessary time needed to dry.

The techniques presented by the artists were wide ranging: from mould
making employed using preexisting antique moulds for Wei, as through
large plaster mould components for Tan, to traditional modelling by Lu
with a composition dedicated to the City of Foshan, by Kim Saeng Hwa
with her production of human figures and by Yoon with the construction of
a "figurative composition”. Then the artist Kim Dong Jun used coil building
for the creation of a menumental circular form. Finally, there was the use of
slabs of different dimensions and thicknesses, such as the thin ones used by
Chen to create his amorphous forms and the thick slabs used in the impres-
sive geometric sculpture by Professor Kim Hyeog Soo, as well as Ciji Zhang,
where on his column, he also added clay modelling.

The applications of different materials rendered certain pieces quite artic-
ulate and complex, including locally harvested stimulus, for example, the
use of bamboo by Roren and an appropriated steel structure for Cimatti’s
sculpture. For Roren, the use of bamboo poles five metres in length ideally
represented China’s expansion in the world, starting with an architectural
structure made out of a clay shietd which was of high quality construction.
On the other hand, Cimatti wanted to represent the five elements (fire, earth,
wood, water and metal) through the use of porcelain filigree anchored to a
minimalistic metal tree. And ] had designed a conclusive installation with
the application of coloured neon lights.

In short, a reflection on this type of event: it is not just a question of tech-
nical communication and the exchanging of experiences. It is more about
an osmosis of cultures and methods of approach regarding ceramics expe-
riences. The artists are inspired by techniques that become their own con-
crete expressions or otherwise introduce their own styles, while expressing
their personalities and energies to the fullest. They work by confronting
the standard procedures and, in this way, are able to raise the bar, bringing
their creations to new heights, allowing for further innovations and devel-
opment of style. Even in the sciences, mutation is frequent and necessary. It
is in the variables, in the ingeniousness of the unpublished work, where the
real novelty lies. Besides the awareness of ancient standards and practices,
it brings simultaneous reflection and re-examination.

Rolande Giovannini is a ceramics critic and the Director of the Istituto Statale D'Arie
per la Ceramica (State Art Institute of Ceramics founded by Mr Gaetanc Ballardini

in 1916 and known for Art, Technology and Ceramic Restoration), Faenza, Italy.
Translated by Julie K Shanks.

Foshan Creative Industry Park and 1506 Creative City, named after the founda-
tion of the Nanfeng Ancient Kiln in the year 1506, are a reality of extracrdinary
growth. An example was their participation at the Shanghaf Werld Expo in August
2010, with the Foshan Pavillion which held 51 CHINA Kung Fu figurines created by
Mr Dailun Qiu and the renowned artist Shu Yong who was awarded the Lorenzo

it Magnifico Career Award 2009 at the Flerence Inlernational Arts Biennale, Italy.
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In preparing this issue, it struck me that the articles herein are more diverse than
usual. Of course diversity within each issue is something for which we always
strive. Within these covers, you will find articles on the strife and coping skills
developed by an African village, the challenges of economic sustenance in a Ca-~
nadian community, the benefits and burdens of ceramics traditions of the people
of Mexico, Nigeria and Turkey; and we see the ways in which ceramics contrib-
utes to the field of forensics. Sir James Dewar is credited with being the first to
write (in September, 1842), “Minds are like parachutes. They only function when
open.” As we lravel, as we meet people from other countries and as we read
diverse perspectives, our lives are enriched and the enrichment is greater when
the mind is open.

We were saddened to learn of the death of Australian ceramist, Marea Gazzard.
She was a significant figure in her efforts in support of the Australian crafts
movement and a notable artist with her own work.

Look for more on these exciting international events: The Westerwald Prize
ceramics exhibition is held every five years with awards to ceramics artists in
the areas of saltglaze, design, vessel, sculpturefinstallation and emerging artist
award for ceramists up to the age of 35 years (b 1978 or later). Four prizes are
awarded to artists from Europe. Application deadline is 19 January, 2014, The
European Festival of Ceramic Arts is calling for applications at http:/ /www.
terralha.fr/ page-d-example/call-for -application-2014/. There is still time to ap-
ply for a spring residency at CRETA Rome. The deadline has been extended to
1 December 2013. The woodfire festival, On the Edge of the Shelf, will be held
in Mystery Bay, NSW, Australia from 1-18 May, 2014. Garth Johnson has been
appointed the new Curator of Artistic Programs at The Clay Studio in Philadel-
phia, US. Applications close on Friday 7 March 2014 for the 2014 Indigenous
Ceramic Art Awards at the Shepparton Art Museum in Australia (www.shep-
partonartmuseum.com.au/exhibitionprogram/icaa/). There is a new residency
in Nove and Bassano del Grappa, V], Italy, for international artists. For more in-
formation, email blais.geraldine@gmail.com. In San Miguel de Allende, Mexico,
studios are now available for rent (www.barro-co.com).

When I see a list of events with locations around the world, such as the one
above, I want to go (o all of them., I want to meet our readers, learn about new
artists, become familiar with cultures other than my own. In September of 2014,
the International Academy of Ceramics will hold its biennial General Assembly
in Dublin, Ireland (see their ad in this issue). This event is always an opportunity
to gain from the host country knowledge of a new culture. It is alsc a way to
get to know ceramics artists, writers, collectors and ceramics enthusiasts from
around the world. It is diversity in a bottle with one of our common traits be-
ing our passion for ceramics. It is a time to discover the many other ways that
we are similar and to learn more about our diversity. The conference is open to
everyone.




Poetics, Materials, Technologies and
| Relationships: The IAC General Assembly

HE 2012:GENRRA
Assembly of the
International Acadenty

of Ceramics (LAC) in Santa Fe, just
like the previous edition in Paris and FAC

Assemblies in general, are remarkable oppoi-

tupities for meeting people and keeping up

with the lates! &h'\'("illpnlt‘lll‘- H'ﬁt‘\' are events ]2()ll7h!([() G]()—()[!!I}ZII!! l}()qlis

that show future in the making, where cultural ' =i

trends are discussed and shared and the basic Hjﬂf HIL'.)SU are H{(‘ f‘}"[{(’

pﬂm'!plv-; of an art that isfound and prachised " .|

throughout the world are consolidated. The imstrumients ()/' art ;

suceess of such an event, however, depends
srimarily o v oreanisation (which in this .
I : on the organisation (which Installation View New Worli

Iineless Yistons.




Above left: Amea Calluori Hol-
combre’s pulrlic contribution about
contemporary art fopics.

Abouwe right: IAC President Jacques
Karfmann chairs at the opening

of the Members Exhilbvition. New
Mexico Musewn of art.

Top: Gracieln Olig. Project South, Home
Series. 2011. Keraflex porcelnin, prinfed
with laser decal, cone 8, oxidation.

Below: Mo ltsue. Sen Series: Begin-
nings. 2008. Handbuilf tatara stab cly
Jorm. 275 x75x75in (Fx19x19
e} Photo by Tk Saito. Collection of
Harr Museum of Art,

Uiiversity of Florida.

case was perfect) and attention to detail (and in this Joe Bova cannot
be faulted).

What is more, the interaction between the participants, who hailed
from every corner of the globe, and the artistic and cultural context
of the venue, were perfect. This harmony was quite palpable when a
book of remembrance was compiled for Janet Mansfield, with everyone
contributing.

The idea of combining this event with a number of exhibitions of
work by TAC members (such as the extensive American Visions in Clay
exhibition at the Patina Gallery, open extlusively to American IAC
members), gave the event special significance, as it temporarily perme-
ated the fabric of the hosting area. Like ‘dipping’ the sculptures, objects
and compositions in local knowledge and, on the other hand, leaving
an impression, a mark, a trace, an imprint of their presence, of their col-
lective, temporary passing through.

The exhibition, however, that dominated the event was the New
World: Timeless Visions membership exhibition of the IAC, held at the
New Mexico Museum of Art. It provided a platform to showcase ten-
dencies, virtuosities, different approaches to earth, the plasticity and
tractability of clay, glazes and pigments. Works of art were open to dia-
logue and comparison. The artists, who are actually familiar with their
colleagues’ work and the leading artistic trends, exhibit at the highest
level, creating a kind of multiple composition, a sort of orchestra whose
instruments express themselves through colours, lights, shadows,
reflections, geometries, sinuosities and recurring traits.

The event was marked by its professionalism, stemming not only
from the presence of great international masters, but also from the fact
that IAC membership is dependent on individual candidates obtaining
collective approval of their personal understanding of materials, plas-
tics and poetics.

Ceramics artists, writers, educators (and more) were in attendance
in full force including members of the National Council on Education
for the Ceramic Arts (NCECA). A large number of artists teach, or have
taught, in art institutes, universities, colleges or academies. This aspect
was not forgotten in Santa Fe with the NCECA Exhibition Eciimene:
Global Interface in America Ceramics, held at the Santa Fe Community
College. Garth Clark and Marc Del Vecchio were both in attendance at
this vernissage and on hand to lend their critical expertise, two impor-
tant and authoritative figures in the theoretical study of modern and
contemporary art.
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The General Assembly opened with the greetings of Joe Bova, (President
of the American Association of International Ceramics [AAIC] and the
on-site organiser of the assembly) and of Mary Kershaw, the Director
of the New Mexico Museum of Art. Jacques Kaufmann introduced
the new [AC members and showed some of their works with the aid
of a PowerPoint presentation. The opening speech was given by Peter
Held, Curator of Ceramics at the Arizona State University Art Museum
Ceramics Research Center, on the subject of “Decentering Clay”. Then
the Assembly opened, with the election results revealing Kaufmann as
the new President and other elected positions.

Santa Fe offered those present the opportunity to totally immerse
themselves in study and comparison, while providing a busy pro-
gramme of lectures and meetings covering many topics of current rele-
vance and popular and contemporary themes. One fascinating lecture of
current relevance was on the issue of where ceramic art belongs
in today’s figurative and plastic arts and where it coincides
with the artistic life of a workshop. Magdalene Odunde (Master
Potter, Officer of the Order of the British Empire — OBE) made
some interesting contributions to this subject.

Discussed was the aspect of high quality works interpreted as
objects, intended to be used as well as a vehicle for maintaining
and reinforcing our deepest, most precious and rooted ancient
artisan cultures, were discussed. This theme was explored in the
lecture on his work and life by Lonnie Vigil, a native American
Pueblo potter from Nambé Pueblo on his work, life and culture
and was enlightening and emotionally charged.

The educational aspect of ceramics was explored during the
General Assembly with presentations of courses
and practical workshops run by Jean McLaughlin
(moderator), Doug Casebeer, Jeff Guido, Tyler
Gulden, Steven Lee (ceramics centre and craft
school directors) in “American Visions: Alternative
Studies”. A reflection on the future and evolution
of ceramics processes is crucial at an event of this
kind. An occasion with such artistic stimuli needed
some technological input and this was provided by
Andy Brayman and Del Harrow in their lecture on
“Digital Explorations in Ceramic Art”. This was fol-
lowed by a debate where Anna Calluori Holcombe
made a precise and competent contribution on the
future and new frontiers of ceramics.

[nteresting was the lecture by Neil Tetkowski
“The Common Ground World Project”, about
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Above lefl: foe Bowa, Lonunie Vigil
(potter at Nambé Puelilo) with his
waork and Elaine Olafson Henry,
just after the artist's contribution.
Above right, left to right: Moyra EI-
tiot, Elaine Henry, Sherman Hall,
Tina Byrne, Mary Barringer and Jim
Rontberg. During “The Critical Article
- Definition, Use, limplemeniaton” panel.
Top: Wong Fiona Laiching. Moon.
2004 Terracotla. 3.15 x 15.7 x 10.2
i (8 x 40 x 26 cm.) Photo by Wong
Fiona Laicking. Collection of Harn
Musewt, Universily of Florida.
Below: facques Kaufmann. The Oars-
manfImage of the Current System
of Thinking. 2011. Codled stoneware.
30x32x18em.
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The Cormmon Ground World Monwment 2000, ceramic work cre-
ated with all types of clay from all around the world, on dis-
play at the United Nations building in New York and the panel
on “Generations: Women from Santa Clara Pueblo” by the
young artists Roxanne Swentzel, Rose Bean Simpson, Nancy
Youngblood and Beverly R Singer, PhD (moderator).

Just as important, the Assembly provided an opportunity to
meet extraordinary, outstanding artists whose works have been
exhibited and have received awards in the most prestigious
events worldwide. It is important, for instance, that the recently
elected Kaufmann has one of his works at the MIAAO (Museo
Internazionale Arti Applicate Oggi) in Turin, Italy; it is displayed
at the entrance and was acquired in 2003 during the Masterpieces:
L'artista-artigiano tra Picasso ¢ Softsass exhibition and chosen by
the director, Enzo Biffi Gentili, as a permanent acquisition. This
large terracotta and cement vase lies on the ground and creates
an extraordinary visual and architectural impact (Grand vase trois
Abouve: Mare Leuihold. terres, 2002). In contrast, Japanese artist [to [tsue was present in Santa Fe
: Bechyne Pagoda. Porcelnin. 18 cni. ot Nowy World: Timeless Visions with hex Sen Series, Beginnings sculpture,
l- Top: Kelsuingla CJ-n,zko. Brm‘n‘ha’s. hosted at H M [ Art Uni ‘tv of Florid
| Hand. 2011. Adhering chamotie with now nosted a arn Museum ol Art, University o oriaa.

! glaze. 12.2x 9.1 x 6.1 in, The artistic figures in the ceramics world follow precise guidelines
(31x23x23cm.) that do not overlook or exceed any of the fundamental stages of the
| Below: A Van Foey. 2011. Vessel. art: poetic expression, l'esprit, artistic thought, materials chosen and
| Earthenoare, electric fired 1100°C, shab . . .
,. building aird press moulding. used, skilful techniques, methods of representation and contemporary
{ Photo by Dries Van den Brande. relational aspects. In today’s world, the Internet and the many instant
means of communication bring experiences close together and contact
is lively, dialectal. Yet meeting a great renowned artist in person, such
as the extraordinary publishers present, Jim Romberg, Elaine Henry,
Mary Barringer, Moyra Elliot, Sherman Hall and Tina Byrne, is truly
exciting. These publishers, who attended a special round table entitled
“The Critical Article — Definition, Use, Implementation”, illustrated
their different strategies. United in their determination to safeguard the
quality of publications, two distinct issues emerged. Firstly, the need
to propose a wide variety of articles, covering many aspects and on
different levels; secondly, the desire to maintain critical standards and
sculptural expression when choosing artists and articles written profes-
sionally by historians, curators and art critics.
The General Assembly touched upon all areas of interest in
the world of art, including the important aspect of art history
l and criticism. An example was the extraordinary lecture (a
lectio miagistralis in the true sense of the word) by Garth Clark
entitled “Vulcan God: Lucio Fontana Romances the Kiln 1926-
1968"; his talk traced the varied career of Fontana, the great
20th century master who was born in Rosario, Argentina on 19
February 1899 of Italian parents but who spent most of his life
working in Italy. Clark described Fontana’s poetic expression
and style and told numerous anecdotes. This was followed
by talks, including one on the contemporary ceramics culture
in Italy and the world, Jed by Marc Leuthold, a New York
sculptor whose work was recently featured in a monograph
entitled Marc Leuthold, Sculpture, 1995-2010.
Del Vecchio, with Jim Lawton and Nathalie Fitzgerald, under
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the coordination of Peter Held, expressed
the viewpoint of Artist, Collector, Gallerist,
speaking about “Collecting: Its role in the life
of the artist”. The ceramics artist is, indeed,
strictly dependent on these figures: the col-
lector nourishes him because he loves his
poetic art or recognises his works as a sound
investment; the gallerist because he promotes
and protects the artist’s work, instrumental in
his success. Then there are the competitions
and cultural events. If the cultural events
are prestigious, they are invaluable experi-
ences; competitions, on the other hand, create
emphasis, trends and are springbecards to
launch names onto the international scene.
Lastly, some artists (who are also IAC mem-
bers) are enjoying some extraordinary experi-
ences in industry and large-scale projects.
When you rub shoulders with some of the
biggest names in the world of international
ceramics for a couple of days, you pick up on
particular perceptions and vocations: Gustavo
Perez of Mexico, for instance, Vice President
and representing South and Central America,
appeared especially attentive to new forms
of expression, taking on the symbolic role of
tutor for the younger generation. Perez, who Above: Antra Calluori Holconbe.
is a familiar face in Europe, is open to different approaches to ceramics N“H“”."_“ nella Scotola I1. 2010-2011,
. . . ervend porcelain, 30 scanning and
and its many forms of expression. He has a background of highly ;.10 for imodels, stipeasting, gold
technical knowledge and expertise. The aspect of the new generations  lusire, museun board, paper, grommet.
brings everyone together. 23x75x55in.
A sense of continuity emerged at Santa Fe, in keeping with the com- B""'”;‘{’;G“sm”o Pérez. Vase (11-115).
. . " 11. Stoneware. 23 x 41 x 13 cm.
plex worldwide scene, a successful fusion of tradition and marked
innovation, even involving 3D. Similarly the respect for the practices
and procedures faithfully reflect the sacred canons of art, which are
sometimes developed and conditioned by technology and experimen-
tation, sculptural expression, perceptible in installations and objects
with iconographic reinterpretation.

Rolando Giovannini earned a degree in Geology and a diploma
at the Academy of Fine Arts in Bologna, [taly. He is a teacher at
the Brera Academy of Fine Arts in Milan and the former Principal
of the Istituto Statale d' Arte per la Ceramica Liceo Artistico per il
Design Ceramico (State Art Institute for Ceramics and Ceramics
Design School) in Faenza, ltaly, from 1986 to 2012, He is the author
of books on ceramics and founded the NeoCeramica Movement
in 2007. Giovannini has done research on ceramic and neon. His
works are held at the Victoria and Albert Museum in London
and at the Shin-Kobe underground railway station in Kobe, He
was invited to the 544)i Internationat Art Exhilbilion of Hie Bicnnale
of Venice (2011) and BLA BLA, Milan (2013). He is a Member of
NCECA and of MI.MA (Milano Makers, 2013).

Translated by Domijno of Elisa Moro, Italy.
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As we in the Northern Hemisphere are in the middle of autumn, those in
the Southern Hemisphere are enjoying spring and anticipating summer.
When the May issue is distributed, those seasons will be reversed. Editing
the journals (Ceramics: Art and Perception and CeramicsTECHNICAL) has
encouraged me to think even more globally than I did previously. When
you travel this amazing globe, you (it is to be hoped) gain the perspective
that we are so much more alike than we are different. With all of the
violence in the world, it is more important than ever that we exercise
acceptance of the ways in which we are different. At the recent General
Assembly of the International Academy of Ceramics in Dublin, Ireland,
this was evident. We welcomed our first (ever) new member from
Pakistan, Alam Sheherezade. In traditional dress, Alam expressed her
heartfelt appreciation for being elected to this international community
of ceramics. She was embraced and welcomed by the members and we
would expect nothing less.

This issue includes articles that also exhibit how much alike we are in our
affinity for clay, how diverse we are in how we use it and how we travel
the world to be stimulated and even to put ourselves out of cur comfort
zones. As examples, Antonella Cimatti of Italy reports on a symposium
in Japan; A Feyza Cakir Ozgundogdu of Turkey relates her experience in
Zibo, China; Rolando Giovannini of Italy describes the work accomplished
by Marc Leuthold (US) while in Faenza. Particularly touching in this
issue is the account by accomplished artist Paul Chaleff on his extensive
collaborations and his long-time friendship with the Jate Sir Anthony Caro.

In 2015, we will publish the 40th issue of CeramicsTECHNICAL and the 100th
issue of Ceramics: Art and Perception. We are aware that many of our long-
time subscribers have each and every issue that has been published. We
appreciate your loyalty.

We now send the journals to 67 countries around the world. Sharing
information worldwide is what keeps the field of ceramics as diverse,
exciting and accepting as it currently is. We welcome articles of international
interest on your technical and historical research, cultural events and
exchanges, educational opportunities as well as the strategies and processes
that you use in your work. I may have written this before in this column but
if I had one wish, it would be to speak every language. Just imagine.
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Zauli as Muse

Above: Carlo Zauli. Sala Anni 60. 1960s.
Years Room, vases. 1962 to 1967. Glazed

white stoneware, Zauli's double walled RO lando Gzovannznz rela tes
vessels, wheel-turned advanced (late)

work. Phato by Marc Leuthold. 4 ; :
Below: Marc Leuthold workshop at the Marc LeuthOld 5 experzences 1

Musenm Zauli. 2013.

Photo by MCZ — Eeenza. ialy Faenza and Venice, Italy

HE QPPORTUNITY TO VISIT ITALY DURING THE VENICE BIENNALE 1S A COVETED EXPERIENCE FOR MGST ARTISTS

I the world over, but to also be invited to take up a residency at the Museo Carlo Zauli in

Faenza'!, during this period, would, in itself, be a dream come true. In July 2013, Marc

Leuthold, New York artist, Professor and Head of Ceramics at the State University of New York,
was so fortunate.

The Museo Carlo Zauli is today a museumn dedicated to its namesake. Zauli was the preeminent
Italian ceramics artist of the second half of the 20th century. Perhaps, the most extraordinary aspect
of the Museo Carlo Zauli is how, even today, everything remains intact, original and complete. A
time capsule, a faithful preservation of the master’s studio, yet still a space for creative growth.

For the past 50 years, the Zauli studio has been the site of
major events, a sort of Last Supper for many artists, such as
Lucio Fontana, Arnaldo and Gid Pomodero, Pine Spagnulo,
the historian Giulio Carlo Argan, the novice Claudio
Spadoni, as well as a large contingent of Japanese artists
who began to arrive in the 1970s. Such interactions must
have helped shape Zauli’s development.

Matteo Zauli, the museum’s Director, remembers
opening the studio as a venue for artistic events soon after
his father’s death to give life to the museum, to enhance
its collections and exhibition spaces. His goal has been
to create an institution of experimentation and research.
Matteo Zauli’s programming has “given new vibrance to
the rooms and libraries. The museum is in a continuous
state of renewal rather than a static monument to the
memory of the great master.”




Since 2003, according to Matteo Zauli, the Zauli Museum, in
collaboration with the Institute of Art and IS1A, has initiated a process
for the development of ceramic art from a variety of perspectives. In
order to promote ceramics in the broader context of contemporary art,
residencies were given to Sislej Xhafa, Piero Golia, (in Vice versa Italian
Pavilion selected by Bartolomeo Pietromarchi) and Diego Perrone, Yuri
Ancarani (in The Encyclopedic Palace selected by Massimiliano Gioni),
all at the Venice Biennale of 2013. In 2012, the museum decided to invite
internationally renowned masters of ceramics — Jeff Shapiro (2012} and
Marc Leuthold (2013, originally proposed by Antonella Cimatti).

THE RESIDENCY

Leuthold arrived in Italy via France where he had held master classes
for two weeks in the atelier of Sandrine Rousseau at the Vallauris
Institute of Art before continuing on to take up the Zauli
residency in Faenza', the most celebrated city of ceramics in
Italy from which the term Faience is derived. He was to spend
a week living and working at the studio-atelier; discovering
its hidden nooks and crannies, the movements of light and
shadow on its stone architecture.

For Leuthold, Zauli is both “muse and source of inspiration”.
As he retold it to this author, any influence of Zauli's cenvre had
been initiated years before on a visit to the Sculpture, Objects,
and Functional Art fair (SOFA) of 2003. He was “shocked by
its scale and muscularity of form and rich shino-like surfaces.
Zauli had a confident hand and did not feel compelled to
subjugate the medium. His timeless, massive forms twist
and meander with an alluring surface. Zauli's work seemed
somewhat out of place at SOFA NY, belonging, instead, in the
Sculpture Garden of MoMA or at the Noguchi Foundation.”

Although Leuthold developed his art without any
knowledge of Zauli (an artist whose importance to the field
is comparable to that of Peter Voulkos), he acknowledges
the synergies of their artistic paths when he states that both
their art practices “evolved from wheel-generated vessels to

delle arate e delle zolle. 1976, Bronze
and two sculptures on the sidewalls.
1982. Giazed white stonetare, trium-
virate of Zaudi sculptures in basenent.
Photo by MCZ — Faenza, Italy.

Top right: Mare Leuthold briefing the
workshop participants, July 2013.
Photo by MCZ — Faenza, Italy)
Aboveleft: The artist participants and
Marc Lenthold in the old kiln room .
of Musetm Zanli. j

Photo by MCZ, Fnenza, Italy. !

Above Right: The old kil room. |
Photo by Andrea Santucel. |

Below: The workshop participants. |







non-objective  sculpture”.
Further resonances can be
found between Leuthold
and Zauli in their aesthetic
and gestural response to the
material.

Many artists wish fto
dominate the medium;
viewing faults such as fears
and cracks as errors to be
corrected. Alternatively,
Zauli and Leuthold find that
these ‘problems’ enhance the
work, rendering the process
less predictable, more of an
act of collaboration with the
material. Embracing cracks
that emerged in the process
of making, Zauli often
created works through
slumping and ripping the clay. Similarly, Leuthold finds that “the
breaks and cracks open up the form in important ways.” He will on
occasion deliberately destroy the post-fired form in order to transform
and give it a revitalised ‘voice’. Commenting on the Zauli collection,
Leuthold paid particular attention to the manifestation of this quality:
“Early vessels were conservative and less original, later ones more
experimental: beautiful volumetric forms — fertile and rich, already
with the signature grey-white glaze with subtle flashes of red. In the
same room was the masterpiece: a huge mandala-like form - thrown

Facing page: The artist Piero Paolo
Muazzotti, FOS Ceramiche in Faenza.
Looking rt Leuthold work made of Carlo
Zauli clay. Photo by Marc Leuthold.
Above: Carlo Zauti. Ruota Strappata.
1967. Glazed white stoneware. 122 x 124
x42 e, Photo by MCZ — Faenza, Italy.
Below: Marc Leuthold, the artist
Muky (Wanda Berasi)and Matteo
Zauli, Photo by MCZ — Faenza, Italy.

on both sides standing on end with a huge gaping crack. An impossible, monumental piece,

perhaps 50 inches tall.”

Sadly, the relationship to material process that is highly valued by both these artists has not

been fashionable in an idea-driven art world. Relational Aesthetics, Post-structuralism, frompe
l'oeil, technology and science-driven works are the order of the day and do not address the
importance of process and touch.

In the 1980s, Zauli - influenced by German styles - became enamoured with an extraordinary
black stoneware clay to the point of changing style, transitioning from ‘white’ to ‘black’ and
creating numerous unglazed sculptures from it. He amassed a large amount of this black clay,
which is now stored in the museum cellar. Owing to its precious nature, to date, only Shapiro
and Leuthold have been invited to use it.

During his stay Leuthold used this clay to create several non-objective sculptures in honour of
the Zauli family - the artist and
his children. His comment on the
nature of this clay that it was “rich
... and cohesive in a way that I
have never experienced” seems
also to be testament to the artistic
life of Zauli and his son Matteo’s
dedication to the endurance
of his father’s legacy and also
a subtle acknowledgement of
Zauli’'s daughter, Monica, who




Above left: Carlo Zauli. La canting
delle argille. The cellar of the clay and
on the triumuvirate of Zauli sculptures
in basement.

Above right; Ron Nagle. Partico-
lari dell’installazione (Detail )
2008/2013. All works ceramic and
mixed media. Giardini, 55th Inter-
national Art Exhibition, Il Palazzo
Enciclopedico, la Biennale di Venezia.
Photo by Francesco Galli, courtesy of
la Biennale di Venezia.

Belew: Jessica Jackson Hutchins.
Rondamoo. 2011/2013. Plaster, col-
lage, aerylic marker, fabric and glazed
ceramic. Arsenale, 551 Interniational
Art Exhibition, Il Palazzo Enciclope-
dico, la Bieunale di Venezia, Photo by
Francesco Galli, courtesy of ln Biennale
di Venezia,

sat in on several of his workshop sessions. His admiration for her craft also
reveals the attention he granted his surroundings in providing a reverent
inspiration for the artworks he was to produce while there.

A noted architect, Monica Zauli has designed the exhibits and
renovated the spaces. No detail was too small for this sensitive designer.
Even the basement was carefully altered. There, against a backdrop
of decades old, bagged raw materials, she sited a dramatically lit
triumvirate of non-objective sculptures.

['HE WoRksHOP

While immersing himself in the structure and contents of the Zauli
Museum, Leuthold also spent some of his time in the original studio-lab
of Zauli imparting the wealth of knowledge he has gained through 25
vears of his own art practice. Working alongside Leuthold, participants
(under the coordination of Cristina Casadei) constructed forms and
dried them to a leather hard state, before later carving. He demonstrated
techniques including marbleising and carving clay. He also presented

lectures to complement technique. Participants, at first frustrated by this subtractive approach,
gradually internalised the techniques in a deeper way, thereby reinterpreting and extending
their own artistic voices.

Of Leuthold’s practice and his approach to teaching, Monica Zauli observed his “exceptional

sensitivity which also transmits in a non-verbal way. There is a veritable
depth of feeling to his understanding. Leuthold seems to form a bond
with the ceramic material at an almost cellular level.” Every detail of
his process is investigated thoroughly in its innermost form and this
is reflected in the manner in which he imparts knowledge and in the
forms he produces. One feels as if one is catching a glimpse of the first
stirrings of the universe.

VisimnG VENICT

Later during the visit, Leuthold and I travelled together to the Venice
Biennale. In the midst of a hot July, Venice swarming with tourists, we
took a water-taxi to the Biennale campus.

Not infrequently, talking to artists, art critics, scholars and journalists,
one wonders if an artistic event is interesting or not. The Venice Biennale,
the complexity and the landscape that offers both the contemporary and
avant-garde world, can not be catalogued within ordinary parameters.
One goes, watches, reads and perceives stimuli, sometimes feeling an
affinity or involvement with the innovation. The art evolves, the poetry
intertwines and mingles. The works become all-inclusive; a fusion of
the entire experience.
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Recently, the art world has turned its eye and heart to the field of
ceramics and this has resulted in a greater presence of ceramic based
works in this current Biennale. For artists such as Leuthold, it is a chance
to ruminate on a broader reflection of the ‘face’ of ceramics.

Among the artworks was a room of Ron Nagle sculptures. Here,
Leuthold was able to witness the culmination of a stalwart’s practice
and commented that “None of these new Nagles were pots — a logical
direction for this artist whose work seemed ever more tenuously tied to
the vessel.” Of the mixed media ceramic sculptures of Jessica Jackson
Hutchins who represents a new breed of ceramic art, he recognised
the balanced tension of aesthetics and the masking of skill: “Ugly and
beautiful, these sloppy sculptures are technical tours de force. Armchair

Above lefl: Shinichi Sawada. Opere

iir mostra alla Biennale Arte. 2013.
Terracotta. Arsenale, 55th International
Art Exhibition, Il Palazzo Enciclopedico,
la Biennale di Venezia, Collection I'Arf
Brut, Lausanne, Photo by Francesco
Galli, Courtesy ofla Biennale di Venezia.
Aboveright: Mare Leuthald. Torture
installation. Phota by Mare Leuthold.
Below: Monica Zanli with Zauli‘s
Torn Pottery Series Vaso Sconvolto.
1976. Glazed white stoneware.

On the wall, Vast Sconvolti, 1977.
Glazed white stoneware.

Photo by Mare Leuthold.

has an impossibly formed stomach like ceramic volume draped over both sides of the back of a
ratty old American wingback chair.” He also showed an appreciation for the primal beauty of
the series of works, Oldest Living Things by Shinichi Sawada, an outsider artist from Japan and
the timeless, alchemical action of Ossido Ferrico by Francesca Grilli, a large sheet of slanted steel
with a slow drip of water creating an enormous evolving oxidised painting on the steel surface.

A creative act is never static; always excavating the past and tilling the future; every element
has a particular value; a prodigious energy; each steering the thought-process, facilitating new

associations, experimentation and complexity. As such the
Zauli experience and the Venice Biennale of 2013 were to subtly
influence Leuthold’s subsequent residency and exhibition at
the Sydney College of the Arts at the University of Sydney,
Australia in November, 2013. The final installation perhaps
incorporated a greater urgency and rawness in the gestural
and carved porcelain portraits than ever before and this was
intensified by the artist’s request that the audience slash
through a large paper tent to reveal a lattice of hanging slashed
paintings and the ceramic forms of the inner sanctum.

We carry our experience with us. Perhaps, for artists such as
Mare Leuthold, who can focus so astutely on the haeccities of a
present moment, the burden is richer and the creative act that
results, enduring.

ENDNCTES

1. This cily is also the seat of the International Museun of Ceramics (MIC} and the
Ballardini Inslitute for Ceramic Arts (now Liceo Artistico per Design). MIC, directed by
Claudia Casali, hosts the International Compelition of Contemporary Cerqinic Arf, which is
now in its 59th year.

Rolando Giovannini is currently Professor at Brera Academy of Fine Arts, Milan.
Translated by John Wheatley
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Ceramics

Iga Diary. Ryusei Arita recounts his woodfire experience in Japan.

Glazed Concrete. Anja Margrethe Bache discusses her architectural engineering
research,

Painted Pottery and History. David M S Palmer reports on the evolution of
painted decoration on pottery.

Let it Bleed. Rimas VisGirda describes his exploration of surface technigues.

Contemporary and Mid Choson Perspectives. Heekyung Lee focuses her
research on a porcelain jar at Kookmin University and similar Choson ware.

Evolving. Donna Rozman describes one potter’s experience with marketing.

Dehua: Return to the Fold. Anthony Stellaccio introduces the Yueji Kiln Center.

Porcelain: A Diverse Medium for Modern Times. Anfoinette
Badenhorst traces the lineage of porcelain and its uses.

The Paperclay TODAY Conference and Symposium. Sudha Achar
details the experience of an international paperclay conferencefsymposium.

Dense Packing and Filter Pressing Moist Clay. Jeff Zamek discusses the
options for clay mixing.

Ceramic Camp in Foshan China. Rolando Giovannini relutes his experience
al an ancient kiln site in China.

The Transformation of Simple Form. Leo King discusses the influences on
his forms and surfaces.

Utilization of Ferrochromium Fly Ash as a Pigment Raw Material
in Stoneware Glaze and Underglaze Decoration. Munevver Caki,
Nuran Ay and Selvin Yegilay Kaya.

SunKoo Yuh's Workshop at Haystack Mountain School of Craft.
Shin-Yeon Jeon describes the experience of working with a generous instructor.

Computer-Aided Ceramic Visualization. Ufuk Tolga Savas describes his
research in three dimensional ceramics imaging.

Renegade Clay. Koren Weiss describes an ephemeral public art project.

The Thinking Artist/The Fabricating Artist. Orly Nezer posits which
skills should be taught in ceramics departments at art schools.

Working Fire. Perny Smith invites us in fo the richness of the woodfire tradition.

A Special Place: The International Ceramics Studio in Kecskemét,
Hungary. Debra Sloan visits the studio and residency in Kecskemét,

Thirty Years of Development of Chinese Contemporary Ceramic
Art. Article by Ning Gang, Li Chao and Feng Weina.

Condon’s Art Process: Portrait Busts. Dorothy Joiner describes the process
used by figurative sculptor, Judith Condon.

The Aesthetics of Mayan Civilization Reflected in Clay Dolls. Lee,
Hun-Gook and You Huwa-Yeol discuss the culfure and creation of Mayan clay dolls.

100 Documenting Fire: A Profile of Brian Benfer’s Industrial Series.

Dawrt Padula describes Benfer’s processes.

| 104 Education Models in Industrial Ceramic Design. A Feyza Cakir

Ozgtindogdu reviews the example of Tsinghua University.

109 A Potter’s Tale in South Africa. A book review by Janet Mansfield.
110 Australia’s Mount Gibraltar. Steve Harrison describes the tenmoku on the

edge of town.
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The 44th General Assembly of the International Academy of Ceramics,
hosted by Ateliers d’Art de France, was held in September in Paris. Forty
ceramics exhibitions were hosted in galleries and museums throughout
the area, including the members’ exhibition at the S2vres Ceramics Mu-
seum. The local committee deserves much credit for their planning and
execution of this large undertaking, which was attended by approximate-
ly 250 members and non-members from throughout the world. With the
meeting being held every two years, the Council has announced that the
2012 General Assembly will be held in Santa Fe, New Mexico, US; and
the 2014 General Assembly will be held in Dublin, Ireland. Dates will be
forthcoming. Pre- and post-trips at these upcoming assemblies will give
attendees an opportunity to see more of the host country’s contemporary
and historical ceramics offerings as attendees were able to do in France.
Members and non-members are welcome to attend the conference events.

At the above conference and at other places where ceramic artists
gather to share their research, techniques and skills, there is often dis-
cussion about how fortunate we are as ceramists to have so many who
are willing to demonstrate, to distribute glaze and clay body recipes,
to trouble shoot on technical issues and to share knowledge in general.
Not all media in the arts have this same generosity of spirit. The field
of ceramics is broad and deep. We will each spend a lifetime work-
ing toward solutions to our own individual ceramics issues and the
sharing of this research, as ceramists are accustomed to doing, cre-
ates a uniquely close-knit and peaceful international community.

In this issue of Ceramics TECHNICAL, there are articles from or about
Japan, Denmark, Korea, the US, China, New Zealand, Turkey, Australia,
Israel, Hungary and Mexico. The articles cover such topics as woodfiring,
filter pressing of clay, paperclay, glazed concrete, historical research, clay
body inclusions, pigment raw material in stoneware, workshops, comput-
er aided design of ceramics and international ceramics educational meth-
ods. We are now mailing or distributing our two titles (Ceramics TECHNI-
CALand Ceramics: Art and Perception) to 65 countries throughout the world.

The field of ceramics has, perhaps, never been so broad, with art-
ists designing for industry, others doing more ephemeral work and
seemingly, all possible areas in between. News releases in the back
of this issue present new materials for ink jet printing on tiles of vary-
ing thicknesses and L&L Kiln Mfg, Inc announcing new ‘eQuad-Pro’
Production Kilns. We welcome your articles and news releases on
your technical and historical research as well as suggestions on is-
sues that you would like to see us cover. Please let us hear from you.
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In Foshan, China

Rolando Giovannini relates his
experience at an ancient kiln site in China

The artists signed a lile as @ symbol of the Marco Polo was born and from the State Art Institute of Faenza to par-
ﬁ'o;:'r;‘,;jtg:;}’g:fg‘%ra?,”;( fg }';iz"}s f;’;;;:;g AL ticipate in Foshan (Sputh East China) at an international workshf)p,
Giovannini, Wei Hua, Lu Bin, Ton  irnmersed in a park entirely dedicated to the antique culture of ceramics.
Hongyu, Mr. Dailun Qiu, Erik Roven, The ‘Holy Land’ Park in Shiwan includes a lake, a museurn with antique
Antonelia Cimalti, Kim Hyeog Soo, Kim  collections, a contemporary gallery, an arts centre for teaching art to children,
saeng Hon, Ciji Zhang, Kim Dong Jutt, i i historical art studios and numerous ‘small figurine’
Yoo Ji Yong, Li Jingjing, Chen Guanghu, Va110US _extra'lordmary' istorical art studio | numerous “small figurine

M. Chao He Xu and Meren Zu (Bobe). Production sites. Also included are an ancient village with typical buildings

from the Ming and Qing dynasties, a temnple dedicated to the God of the

North, numerous open air sculptures in different materials and an impres-

sive bujlding for artists in residence. Above all, however, is the presence of

the enchanting dragon kiln, which has been woodfiring for over 500 years.

Among other things, it has also been connected to industrial production,

with expository and commercial fields dedicated to the art of mosaics, sani-

tary fixtures and tile production. There are numerous show rooms which

exhibit the most avant-garde industrial commercial pieces.
The fascination of ancient Chinese ceramics culture had already been
imparted to us at our Italian ceramics school; where, included in the didactic

The Opening Ceremony of the Camp. IT 15 REALLY QUITE AN HONOUR: TO COME FROM THE COUNTRY where the explorer
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curriculum, are some Chinese ceramics and porcelain production tech-
niques and the sequence of styles throughout the most important dynasties
century after century.

The invitation was for the 2009 Nanfeng Kiln International Ceramic Work
Camp held in Foshan, Guangdong, from 15 to 30 August, 2009, at the 1506
Creativity City with the Chairman, Mr Dailun Qiu. There were 16 artists
from different parts of the world: from China there were, the Artistic Director
Wei Hua and Tan Hongyu, both Professors at the Academy of Fine Art of
Guangzhou; Lu Bin, Professor at the Nanjing Art Institute (noted in Italy for
his award at the 52nd International Ceramic Art Competition in Faenza); Chen
Guanghui from Shanghai and three young artists, Li Jingjing, Xie Jinlin and
He Yonghao. Then from Korea there were Kim Hyeog Soo with one of his
Chinese students, Ciji Zhang; and the young Yoon Ji Yong, Kim Dong Jun,
as well as Kim Saeng Hwa, a Korean artist who makes her living with her
own atelier in Foshan. From Europe, the Swede Erik Roren was there, well-
known for his urban installations and public art projects. There were also
two Jtalian artists from Faenza: Antonella Cimatti, teacher of Design at the
State Art Institute; Ballardini G and myself. All of the artists at the Camp
contributed in the artistic and creative activities with popular and theo-
retical aspects through lessons and conferences. The lessons were carried
out by means of slide shows dealing with topical themes or about research
regarding the art and technology of ceramics according to the culture and
traditions of each country represented. Also, panoramas and critical visions
were presented on contemporary art trends, such as the development of
design in Europe and ceramics for architecture and urban furnishings.

The synthesis of knowledge and different languages {it was sometimes nec-
essary to explain oneself using all four; Chinese, Korean, English, French)
were the key points of this new international experience; the Camp was set
up as a place of exchange of consolidated technical and artistic skills assisted
by an extraordinary staff made up of lab assistants coordinated by Meren Zu
(Bobo) and by young planners and designers available to assist with research.
Official translations also played a part, carried out by Miss Sunny for the
English speakers and by the artist, Kim Saeng Hwa, for the Korean ones.

The organisational capabilities of the Director and creator of the project,
Qiu, made it possible to give life to sculptural pieces within just a few days,
which have since remained as a legacy of the occasion. The proceedings of the
event were carried out with a detailed and precise protocol: first there were
presentations of the ateliers and of the equipment at our disposition. Even
just the choice of work table and its location including tools and materials
gave the idea of the approach that each artist and sculptor wished to take.

This was followed with a technical meeting. The Advisor of Technology,
Clay and Glazes for use in the dragon kiln and the Camp itself explained
each application to all artists involved. This was the most loved part of the
ceramists, where ways of working join and intersect. It was an international
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Top left: Technical meeting on the
first day. Mr. Chen Chao, assisted

by is staff, briefs the parlicipating
artists. From left : He Yonghao, Meren
Zu (Bobo), He Junou, Chen Chao,

Li Jingjing, and Sunny. The designer
Xie Jintin (collaborator on the farge
scale waterfall sculpture entitled

Toitet Walerfall, October 2009), is
presenl in (he pholo, but being covered
by a collengue in the foreground.

Top centre: Erik Roren and

his piece. Inciudes bamboo

rods 5 melres in length.

Top right: Professor Wei Hua, This
piece reguires tie assembly of nnerous
stalues in varying dimensions, made
from moulds from plastic models.
Above: Toilet Waterfall. The
sculpture measures 100 melres long
and five metres tall and was designed
by Chinese arist Shu Yong. 1506
Crealive Cify, Foshan, Oclober 2008,
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Top left: Antonella Cimatti,
Creating lwo of the five elesients

that coinprise her sculpiure,

Syringe exirusion with liquid
porcelain on a refractory stab.

Top cenire: The Ancient Dragon
Kilu of Foshan, Guandong. Nole
the diverse inclinations of the kiln
which kas been buitt into a small hill.
Top right: Kim Dong Jun.

Young Korean artisl showing the
base of his large sculplure wilh

a particular fragmented effect.
Above: Tan Hongyju. Artisl

from Ching sitting al the fool of her
plastic arch relief compesition; the
sculpture is comprised of many parts
which come from premade moulds.

The fascinalion of ancient

Citinese ceramics culture had
already been imparted to us al our
Italian ceramics school; where,
included in the didactic eur-
riculum, are some Chinese ceramics
and porcelain production tech-
nigues and the sequerice of styles
fnroughout the most huportant
dynasties century after century.
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language rooted in the knowledge of the basics of chemistry and of how to
work and model the clay on the basis of an artistic idea. The know-how of
processes sometimes gives suggestions and allows for changes to the orig-
inal project itself, with variations in the program that in certain cases reveal
themselves to be brilliant and possible only in that specific context.

During the meeting, comparison charts were provided of the 21 different
glazes available and best adapted for the dragon kiln; these contained visual
indications of colour, the descriptions of the vitreous coatings, model descrip-
tions, their codes, colours, notes on dishwasher use, whether best fired in the
dragon kiln or gas, the temperature, the glaze ingredients, the components of
the earth (clay and mixtures), the characteristics and descriptions of the glazes
with hints regarding technical applications, such as thickness, fusibility, met-
allisation, transparency and others according to the specific glaze. Notes were
distributed with over 300 entries in English and Chinese regarding technical
and ceramics terms, entitled Ceramnics Terminology, a precious document, not
only for communication but also based on the selection of terms. One was
able to comprehend the vastness of knowledge of techniques; in fact the
glossary contained within was itself a design aspect, a way of seeing things
as they were, even if it was only just a simple list of translated words.

There were three clays at our disposal: the first, Coarse Clay, is well adapted
for the creation of Jarge sculptures with a high resistance capacity but not
much plasticity. The second, called Semi-coarse Clay, is adapted for making
sculptures 40-50 cm tall. Its low fire resistance capacity is inferior to that
of the previous one but with more plasticity. The third, Fine Clay, could be
used for ceramics with extremely detailed modelled designs and for pieces
of about 40-50 cm high. Its bearing capacity is inferior to the Semi-coarse
Clay but it has a lot of plasticity. All have a high percentage of montmorilio-
nite (from 80 to 90 percent). These three clays were all able to be mixed and
employed for use in large scale sculptures. The glazes and their technical
applications were suggested for all three types.

To complete the panorama, there was a white stoneware already prepared
for slip casting and a white porcelain which was also able to be used in this
way or otherwise with the ‘slip trailing’ technique as was interpreted by the
artist, Cimatti. The firing temperature for all of the clays is from 1250-1280°C,
with the long mono firing of the dragon kiln in mind, the highest tempera-
tures were nearest the top. These firing structures were extraordinary, both
in the way in which they worked to full capacity and how they incorporate
a cyclical nature, large scale production and energy savings.

The history and the structure of the renowned dragon kiln in Foshan is
interesting and truly particular, as it has been illustrated and recounted by
experts. Situated on the banks of Dongping of the ancient city of Shiwan,
Guangdong, the Ancient Nanfeng Kiln was built in the Zhengde period of
the Ming Dynasty (1506-1521 AC). Its firing has not been interrupted and it
has been operating for over 500 years. It is the oldest dragon kiln in China
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and perhaps the world. The place where it is situated is seen as an impor-
tant national cultural site, heritage of the State Council and is noted in the
Guinness Book of World Records, cited as a “live cultural relic, an unmovable
national treasure”,

Traditionally, people of that place have called ceramics firing kilns,
‘Shiwan’. There are many types of kilns but the most famous are the dragon
kilns, since their form is that of an enormous sleeping dragon. Since the Qing
Dynasty, there have been 107 dragon kilns but at the moment there are only
three, of which the Ancient Nanfeng Kiln is the most famous. For almost 500
years, the flame has not gone out and it has been constantly in productien. In
this way, the kiln has been kept in complete working order without damage.
Next to the kiln, with an enveloping embrace that appears to be protecting
it, lives a 200 year old tree whose roots sink below the structure of the kiln
and seem not to feel the effects of the high temperatures. As legend would
have it, touching the roots brings good luck, which is in tune with the Taoist
dynamic of Yin and Yang where the wood feeds the fire and the kiln helps
to grow the tree: a perfect balance. Throughout the years, production has
never ceased for repairs, although the chimney was built in modern times.
The kiln is a total of 34.4 metres in length. There are 29 rows of fire holes
{five for each row) on the kiln. The firing holes ate used to feed the wood
throughout the firing process. There are four openings on one side of the
kiln for loading and unloading pieces. The layout and heat emitted during
the combustion of the wood cause infinite changes to the clay and glazes.
The dragon kiln is divided into upper, mid and lower sections with
three temperature ranges (low, medium and high and varying from 900-
1300°C) which are managed and controlled exclusively by the Kiln Magter.
To maintain an atmosphere of reduction, the Master of the kiln controls
the duration and the extent to which it is heated as well as any changes to
be made during the firing; only he knows how to make decisions with his
expert eyes based on the constantly changing conditions within. The waiting
period after the firing is 20 hours, as the kiln must cool down before it is
ready to be opened. Every five days the cycle can be repeated, meaning that
in a year, numerous firings are able to be carried out.

The varying slopes in different sections within are characteristic of the
dragon kiln and establish maximum output for Foshan. In fact, depending
on the angle and the slope produced, the kiln feeds the temperature and the
passage of heat. The kiln operates with a flue, rendering maximum perform-
ance, the preheating of the secondary air allows for best combustion. The
firing begins with large pieces of wood being burnt completely, then passing to
smaller pieces until finally reaching a maximum temperature of up to 1280°C.
With regard to the Camp, every artist produced a piece based on a previ-
ously defined project (which had been communicated via email), not smaller
than 1.5 metres, adapted for inclusion and installation in the park. All of
the works were finished on time, although they were fired later, due to the
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Top left: Chen Guanghui,
Professor from Shanghai, begins
with thin slabs for making
complex sculptures. The modelled
parts were covered with engobe.
Top cenire: Professor Lu Bin
from China, assembling his
installation dedicated to the
ity of Foshan. The picee, before’
the execution phase, was preceded
by a series of inprompiu sketches,
designed witl pen and paper.

Top right: The young Korean
artist, Yoou Ji Youg denton-
strates the final stages of

his coiled sculpture which

has been smoothed out.

Above: Kisn Saeng Hrwa, artist
Sfrom Korea who lves and works
in Foshan, during the final
stages of modelling this male
figure, The piece is propped up by
a support lo avoid any deforma-
tions during the drying phase.
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Abeve lefl: The young Chinese
student, Cifi Zhang, completes her
piece made up of geometric lines
and modelted iy the atelier, Behind
Zhang, her Professor Kim Hyeog Soo,
is working on his ceramic tower.
Above cenlre: Rolando Giovannini.
His piece called for the insertion of a
neon ligh! that wraps the sculplure.
Above right: The monumental scilp-
ture by Professor Kim Hyeog Soo,
which was placed in the park, Itisa
tower expressed by means of an archi-
tecturatly geomelric composition, with
texture and engobe effects. The Korean
Master used a drill lo create

holes and indentations.

The invitation was for the

2009 Nanfeng Kifn Infernationat
Ceramic Work Canip held in Foshan,
Guangdong, from 15 to 30 August,
2009, at the 1506 Creativity City
with the Chairinan, Mr Dailun
Qiu. There were 16 artists fron
different parts of the world: from
China there were, the Artistic
Director Wei Hua end Tan Hongyu,
both Professors at the Academy

of Fine Art of Guangzhou; Lu

Bin, Professor at the Nanjing Art
Institute (noted in ltaly for Iis award
at the 52nd International Ceramic
Art Compelition in Faenza); Chen
Guanghuii from Shanghai and Hiree
young arlists, £i fingfing, Xie
Jinlin and He Yonghao. Then from
Korea there were Kim Hyeog Soo
with one of his Chinese students,
Ciji Zhang; and the young Yoon

Ji Yong, Kim Dong Jun, as weil as
Kim Saeng Hrwa, a Korean artist
who makes her living with her twon
atelier in Foshan. From Europe,

the Swede Erik Roren was there,
well-known for his urban installa-
tions and public art projects. There
were also two Halian artists from
Faenza: Antonella Ciinatti, teacher of
Design at the State Art Institute; G
Ballardini and Rolando Giovannini.
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necessary time needed to dry.

The techniques presented by the artists were wide ranging: from mould
making employed using preexisting antique moulds for Wei, as through
large plaster mould components for Tan, to traditional modelling by Lu
with a composition dedicated to the City of Foshan, by Kim Saeng Hwa
with her production of human figures and by Yoon with the construction of
a "figurative composition”. Then the artist Kim Dong Jun used coil building
for the creation of a menumental circular form. Finally, there was the use of
slabs of different dimensions and thicknesses, such as the thin ones used by
Chen to create his amorphous forms and the thick slabs used in the impres-
sive geometric sculpture by Professor Kim Hyeog Soo, as well as Ciji Zhang,
where on his column, he also added clay modelling.

The applications of different materials rendered certain pieces quite artic-
ulate and complex, including locally harvested stimulus, for example, the
use of bamboo by Roren and an appropriated steel structure for Cimatti’s
sculpture. For Roren, the use of bamboo poles five metres in length ideally
represented China’s expansion in the world, starting with an architectural
structure made out of a clay shietd which was of high quality construction.
On the other hand, Cimatti wanted to represent the five elements (fire, earth,
wood, water and metal) through the use of porcelain filigree anchored to a
minimalistic metal tree. And ] had designed a conclusive installation with
the application of coloured neon lights.

In short, a reflection on this type of event: it is not just a question of tech-
nical communication and the exchanging of experiences. It is more about
an osmosis of cultures and methods of approach regarding ceramics expe-
riences. The artists are inspired by techniques that become their own con-
crete expressions or otherwise introduce their own styles, while expressing
their personalities and energies to the fullest. They work by confronting
the standard procedures and, in this way, are able to raise the bar, bringing
their creations to new heights, allowing for further innovations and devel-
opment of style. Even in the sciences, mutation is frequent and necessary. It
is in the variables, in the ingeniousness of the unpublished work, where the
real novelty lies. Besides the awareness of ancient standards and practices,
it brings simultaneous reflection and re-examination.

Rolande Giovannini is a ceramics critic and the Director of the Istituto Statale D'Arie
per la Ceramica (State Art Institute of Ceramics founded by Mr Gaetanc Ballardini

in 1916 and known for Art, Technology and Ceramic Restoration), Faenza, Italy.
Translated by Julie K Shanks.

Foshan Creative Industry Park and 1506 Creative City, named after the founda-
tion of the Nanfeng Ancient Kiln in the year 1506, are a reality of extracrdinary
growth. An example was their participation at the Shanghaf Werld Expo in August
2010, with the Foshan Pavillion which held 51 CHINA Kung Fu figurines created by
Mr Dailun Qiu and the renowned artist Shu Yong who was awarded the Lorenzo

it Magnifico Career Award 2009 at the Flerence Inlernational Arts Biennale, Italy.
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In preparing this issue, it struck me that the articles herein are more diverse than
usual. Of course diversity within each issue is something for which we always
strive. Within these covers, you will find articles on the strife and coping skills
developed by an African village, the challenges of economic sustenance in a Ca-~
nadian community, the benefits and burdens of ceramics traditions of the people
of Mexico, Nigeria and Turkey; and we see the ways in which ceramics contrib-
utes to the field of forensics. Sir James Dewar is credited with being the first to
write (in September, 1842), “Minds are like parachutes. They only function when
open.” As we lravel, as we meet people from other countries and as we read
diverse perspectives, our lives are enriched and the enrichment is greater when
the mind is open.

We were saddened to learn of the death of Australian ceramist, Marea Gazzard.
She was a significant figure in her efforts in support of the Australian crafts
movement and a notable artist with her own work.

Look for more on these exciting international events: The Westerwald Prize
ceramics exhibition is held every five years with awards to ceramics artists in
the areas of saltglaze, design, vessel, sculpturefinstallation and emerging artist
award for ceramists up to the age of 35 years (b 1978 or later). Four prizes are
awarded to artists from Europe. Application deadline is 19 January, 2014, The
European Festival of Ceramic Arts is calling for applications at http:/ /www.
terralha.fr/ page-d-example/call-for -application-2014/. There is still time to ap-
ply for a spring residency at CRETA Rome. The deadline has been extended to
1 December 2013. The woodfire festival, On the Edge of the Shelf, will be held
in Mystery Bay, NSW, Australia from 1-18 May, 2014. Garth Johnson has been
appointed the new Curator of Artistic Programs at The Clay Studio in Philadel-
phia, US. Applications close on Friday 7 March 2014 for the 2014 Indigenous
Ceramic Art Awards at the Shepparton Art Museum in Australia (www.shep-
partonartmuseum.com.au/exhibitionprogram/icaa/). There is a new residency
in Nove and Bassano del Grappa, V], Italy, for international artists. For more in-
formation, email blais.geraldine@gmail.com. In San Miguel de Allende, Mexico,
studios are now available for rent (www.barro-co.com).

When I see a list of events with locations around the world, such as the one
above, I want to go (o all of them., I want to meet our readers, learn about new
artists, become familiar with cultures other than my own. In September of 2014,
the International Academy of Ceramics will hold its biennial General Assembly
in Dublin, Ireland (see their ad in this issue). This event is always an opportunity
to gain from the host country knowledge of a new culture. It is alsc a way to
get to know ceramics artists, writers, collectors and ceramics enthusiasts from
around the world. It is diversity in a bottle with one of our common traits be-
ing our passion for ceramics. It is a time to discover the many other ways that
we are similar and to learn more about our diversity. The conference is open to
everyone.




Poetics, Materials, Technologies and
| Relationships: The IAC General Assembly

HE 2012:GENRRA
Assembly of the
International Acadenty

of Ceramics (LAC) in Santa Fe, just
like the previous edition in Paris and FAC

Assemblies in general, are remarkable oppoi-

tupities for meeting people and keeping up

with the lates! &h'\'("illpnlt‘lll‘- H'ﬁt‘\' are events ]2()ll7h!([() G]()—()[!!I}ZII!! l}()qlis

that show future in the making, where cultural ' =i

trends are discussed and shared and the basic Hjﬂf HIL'.)SU are H{(‘ f‘}"[{(’

pﬂm'!plv-; of an art that isfound and prachised " .|

throughout the world are consolidated. The imstrumients ()/' art ;

suceess of such an event, however, depends
srimarily o v oreanisation (which in this .
I : on the organisation (which Installation View New Worli

Iineless Yistons.




Above left: Amea Calluori Hol-
combre’s pulrlic contribution about
contemporary art fopics.

Abouwe right: IAC President Jacques
Karfmann chairs at the opening

of the Members Exhilbvition. New
Mexico Musewn of art.

Top: Gracieln Olig. Project South, Home
Series. 2011. Keraflex porcelnin, prinfed
with laser decal, cone 8, oxidation.

Below: Mo ltsue. Sen Series: Begin-
nings. 2008. Handbuilf tatara stab cly
Jorm. 275 x75x75in (Fx19x19
e} Photo by Tk Saito. Collection of
Harr Museum of Art,

Uiiversity of Florida.

case was perfect) and attention to detail (and in this Joe Bova cannot
be faulted).

What is more, the interaction between the participants, who hailed
from every corner of the globe, and the artistic and cultural context
of the venue, were perfect. This harmony was quite palpable when a
book of remembrance was compiled for Janet Mansfield, with everyone
contributing.

The idea of combining this event with a number of exhibitions of
work by TAC members (such as the extensive American Visions in Clay
exhibition at the Patina Gallery, open extlusively to American IAC
members), gave the event special significance, as it temporarily perme-
ated the fabric of the hosting area. Like ‘dipping’ the sculptures, objects
and compositions in local knowledge and, on the other hand, leaving
an impression, a mark, a trace, an imprint of their presence, of their col-
lective, temporary passing through.

The exhibition, however, that dominated the event was the New
World: Timeless Visions membership exhibition of the IAC, held at the
New Mexico Museum of Art. It provided a platform to showcase ten-
dencies, virtuosities, different approaches to earth, the plasticity and
tractability of clay, glazes and pigments. Works of art were open to dia-
logue and comparison. The artists, who are actually familiar with their
colleagues’ work and the leading artistic trends, exhibit at the highest
level, creating a kind of multiple composition, a sort of orchestra whose
instruments express themselves through colours, lights, shadows,
reflections, geometries, sinuosities and recurring traits.

The event was marked by its professionalism, stemming not only
from the presence of great international masters, but also from the fact
that IAC membership is dependent on individual candidates obtaining
collective approval of their personal understanding of materials, plas-
tics and poetics.

Ceramics artists, writers, educators (and more) were in attendance
in full force including members of the National Council on Education
for the Ceramic Arts (NCECA). A large number of artists teach, or have
taught, in art institutes, universities, colleges or academies. This aspect
was not forgotten in Santa Fe with the NCECA Exhibition Eciimene:
Global Interface in America Ceramics, held at the Santa Fe Community
College. Garth Clark and Marc Del Vecchio were both in attendance at
this vernissage and on hand to lend their critical expertise, two impor-
tant and authoritative figures in the theoretical study of modern and
contemporary art.
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The General Assembly opened with the greetings of Joe Bova, (President
of the American Association of International Ceramics [AAIC] and the
on-site organiser of the assembly) and of Mary Kershaw, the Director
of the New Mexico Museum of Art. Jacques Kaufmann introduced
the new [AC members and showed some of their works with the aid
of a PowerPoint presentation. The opening speech was given by Peter
Held, Curator of Ceramics at the Arizona State University Art Museum
Ceramics Research Center, on the subject of “Decentering Clay”. Then
the Assembly opened, with the election results revealing Kaufmann as
the new President and other elected positions.

Santa Fe offered those present the opportunity to totally immerse
themselves in study and comparison, while providing a busy pro-
gramme of lectures and meetings covering many topics of current rele-
vance and popular and contemporary themes. One fascinating lecture of
current relevance was on the issue of where ceramic art belongs
in today’s figurative and plastic arts and where it coincides
with the artistic life of a workshop. Magdalene Odunde (Master
Potter, Officer of the Order of the British Empire — OBE) made
some interesting contributions to this subject.

Discussed was the aspect of high quality works interpreted as
objects, intended to be used as well as a vehicle for maintaining
and reinforcing our deepest, most precious and rooted ancient
artisan cultures, were discussed. This theme was explored in the
lecture on his work and life by Lonnie Vigil, a native American
Pueblo potter from Nambé Pueblo on his work, life and culture
and was enlightening and emotionally charged.

The educational aspect of ceramics was explored during the
General Assembly with presentations of courses
and practical workshops run by Jean McLaughlin
(moderator), Doug Casebeer, Jeff Guido, Tyler
Gulden, Steven Lee (ceramics centre and craft
school directors) in “American Visions: Alternative
Studies”. A reflection on the future and evolution
of ceramics processes is crucial at an event of this
kind. An occasion with such artistic stimuli needed
some technological input and this was provided by
Andy Brayman and Del Harrow in their lecture on
“Digital Explorations in Ceramic Art”. This was fol-
lowed by a debate where Anna Calluori Holcombe
made a precise and competent contribution on the
future and new frontiers of ceramics.

[nteresting was the lecture by Neil Tetkowski
“The Common Ground World Project”, about

CeramicsTECHNIC AL No. 37 2013

Above lefl: foe Bowa, Lonunie Vigil
(potter at Nambé Puelilo) with his
waork and Elaine Olafson Henry,
just after the artist's contribution.
Above right, left to right: Moyra EI-
tiot, Elaine Henry, Sherman Hall,
Tina Byrne, Mary Barringer and Jim
Rontberg. During “The Critical Article
- Definition, Use, limplemeniaton” panel.
Top: Wong Fiona Laiching. Moon.
2004 Terracotla. 3.15 x 15.7 x 10.2
i (8 x 40 x 26 cm.) Photo by Wong
Fiona Laicking. Collection of Harn
Musewt, Universily of Florida.
Below: facques Kaufmann. The Oars-
manfImage of the Current System
of Thinking. 2011. Codled stoneware.
30x32x18em.

27




The Cormmon Ground World Monwment 2000, ceramic work cre-
ated with all types of clay from all around the world, on dis-
play at the United Nations building in New York and the panel
on “Generations: Women from Santa Clara Pueblo” by the
young artists Roxanne Swentzel, Rose Bean Simpson, Nancy
Youngblood and Beverly R Singer, PhD (moderator).

Just as important, the Assembly provided an opportunity to
meet extraordinary, outstanding artists whose works have been
exhibited and have received awards in the most prestigious
events worldwide. It is important, for instance, that the recently
elected Kaufmann has one of his works at the MIAAO (Museo
Internazionale Arti Applicate Oggi) in Turin, Italy; it is displayed
at the entrance and was acquired in 2003 during the Masterpieces:
L'artista-artigiano tra Picasso ¢ Softsass exhibition and chosen by
the director, Enzo Biffi Gentili, as a permanent acquisition. This
large terracotta and cement vase lies on the ground and creates
an extraordinary visual and architectural impact (Grand vase trois
Abouve: Mare Leuihold. terres, 2002). In contrast, Japanese artist [to [tsue was present in Santa Fe
: Bechyne Pagoda. Porcelnin. 18 cni. ot Nowy World: Timeless Visions with hex Sen Series, Beginnings sculpture,
l- Top: Kelsuingla CJ-n,zko. Brm‘n‘ha’s. hosted at H M [ Art Uni ‘tv of Florid
| Hand. 2011. Adhering chamotie with now nosted a arn Museum ol Art, University o oriaa.

! glaze. 12.2x 9.1 x 6.1 in, The artistic figures in the ceramics world follow precise guidelines
(31x23x23cm.) that do not overlook or exceed any of the fundamental stages of the
| Below: A Van Foey. 2011. Vessel. art: poetic expression, l'esprit, artistic thought, materials chosen and
| Earthenoare, electric fired 1100°C, shab . . .
,. building aird press moulding. used, skilful techniques, methods of representation and contemporary
{ Photo by Dries Van den Brande. relational aspects. In today’s world, the Internet and the many instant
means of communication bring experiences close together and contact
is lively, dialectal. Yet meeting a great renowned artist in person, such
as the extraordinary publishers present, Jim Romberg, Elaine Henry,
Mary Barringer, Moyra Elliot, Sherman Hall and Tina Byrne, is truly
exciting. These publishers, who attended a special round table entitled
“The Critical Article — Definition, Use, Implementation”, illustrated
their different strategies. United in their determination to safeguard the
quality of publications, two distinct issues emerged. Firstly, the need
to propose a wide variety of articles, covering many aspects and on
different levels; secondly, the desire to maintain critical standards and
sculptural expression when choosing artists and articles written profes-
sionally by historians, curators and art critics.
The General Assembly touched upon all areas of interest in
the world of art, including the important aspect of art history
l and criticism. An example was the extraordinary lecture (a
lectio miagistralis in the true sense of the word) by Garth Clark
entitled “Vulcan God: Lucio Fontana Romances the Kiln 1926-
1968"; his talk traced the varied career of Fontana, the great
20th century master who was born in Rosario, Argentina on 19
February 1899 of Italian parents but who spent most of his life
working in Italy. Clark described Fontana’s poetic expression
and style and told numerous anecdotes. This was followed
by talks, including one on the contemporary ceramics culture
in Italy and the world, Jed by Marc Leuthold, a New York
sculptor whose work was recently featured in a monograph
entitled Marc Leuthold, Sculpture, 1995-2010.
Del Vecchio, with Jim Lawton and Nathalie Fitzgerald, under

28 CeramicsTECHNICAL No. 37 2013



the coordination of Peter Held, expressed
the viewpoint of Artist, Collector, Gallerist,
speaking about “Collecting: Its role in the life
of the artist”. The ceramics artist is, indeed,
strictly dependent on these figures: the col-
lector nourishes him because he loves his
poetic art or recognises his works as a sound
investment; the gallerist because he promotes
and protects the artist’s work, instrumental in
his success. Then there are the competitions
and cultural events. If the cultural events
are prestigious, they are invaluable experi-
ences; competitions, on the other hand, create
emphasis, trends and are springbecards to
launch names onto the international scene.
Lastly, some artists (who are also IAC mem-
bers) are enjoying some extraordinary experi-
ences in industry and large-scale projects.
When you rub shoulders with some of the
biggest names in the world of international
ceramics for a couple of days, you pick up on
particular perceptions and vocations: Gustavo
Perez of Mexico, for instance, Vice President
and representing South and Central America,
appeared especially attentive to new forms
of expression, taking on the symbolic role of
tutor for the younger generation. Perez, who Above: Antra Calluori Holconbe.
is a familiar face in Europe, is open to different approaches to ceramics N“H“”."_“ nella Scotola I1. 2010-2011,
. . . ervend porcelain, 30 scanning and
and its many forms of expression. He has a background of highly ;.10 for imodels, stipeasting, gold
technical knowledge and expertise. The aspect of the new generations  lusire, museun board, paper, grommet.
brings everyone together. 23x75x55in.
A sense of continuity emerged at Santa Fe, in keeping with the com- B""'”;‘{’;G“sm”o Pérez. Vase (11-115).
. . " 11. Stoneware. 23 x 41 x 13 cm.
plex worldwide scene, a successful fusion of tradition and marked
innovation, even involving 3D. Similarly the respect for the practices
and procedures faithfully reflect the sacred canons of art, which are
sometimes developed and conditioned by technology and experimen-
tation, sculptural expression, perceptible in installations and objects
with iconographic reinterpretation.

Rolando Giovannini earned a degree in Geology and a diploma
at the Academy of Fine Arts in Bologna, [taly. He is a teacher at
the Brera Academy of Fine Arts in Milan and the former Principal
of the Istituto Statale d' Arte per la Ceramica Liceo Artistico per il
Design Ceramico (State Art Institute for Ceramics and Ceramics
Design School) in Faenza, ltaly, from 1986 to 2012, He is the author
of books on ceramics and founded the NeoCeramica Movement
in 2007. Giovannini has done research on ceramic and neon. His
works are held at the Victoria and Albert Museum in London
and at the Shin-Kobe underground railway station in Kobe, He
was invited to the 544)i Internationat Art Exhilbilion of Hie Bicnnale
of Venice (2011) and BLA BLA, Milan (2013). He is a Member of
NCECA and of MI.MA (Milano Makers, 2013).

Translated by Domijno of Elisa Moro, Italy.

|
|
CeramicsTECHNICAL No. 37 2013 29 |
|
|



$22.00U5 327 .00CAN

4 2
| H
733617645401




CeramicsTECHNICAL

CONTENTS NO. 39,2014

3 The Final Phase on Merging Ceramics with Glass by Odiil Isitman

8 Threaded by Mitchell Spain

14 Second International Ceramic Art Festival/Sasama by Anfonella Cimatti

18 Glaze Description and Notation by Jeff Zamek

24 Worshipping the Kiln God in Taiwan by Dr Martie Geiger-Ho
28 New Trends by Paul Builey

32 The Use of Printing Techniques in Ceramics by Leman Kalay
38 My Journey in Clay by Peggy Snider

42 Chinese Gold Miners’ Celadon by Virginia Esposifo

46 Reviving Traditional Pottery Making in Serbia by E Gikge, Z Yayia, | Ozkan

50 Marc Leuthold in Italy by Rolando Giovannini

56 Formulating Slip Glazes Using Ceramic Raw Materials by OS5
Anjorin, TL Akinbogui and 1B Kashim

60 John Britt’s Ceramics History by Jeff Zamek

66 The History of Qil Lamps by Dr Alp Cam

70 A Simple Glaze by [eff Zamek

78 2014 International Ceramics Artists Assn by A Feyza Cakir Ozgundogdu
82 Sir Anthony Caro by Paul Chaleff

90 Sculpting with Cob by Melissa West

94 Architectural Ceramics in the 21st Century by Brian Molanphy

98 Medieval Byzantine Ceramics by Mary K Seyfarth

100 The Use of Ash After Saggar Firing by Hasan Bagkirkan COVER

107 Book Review: Wood-Fired Ceramics by Jeff Zamek
Prare (DetaiL)
108 My Space: UK Ceramics Studios by Paul Bailey

113 Book Review: Pit Firing Ceramics by Jeff Zamek
Odiil Isitman




Edilor/Publisher Elaine Olafson Henry
Office Manager Cheryl Fields
Proofreader Diane Bailiff

Frinled by 51 Croix Press

New Richmond, Wisconsin US

Editorial conlribuliens are welcome.
Guidelines for submissions are
available on the web site.

For advertising contact:
Ceramic Arl

23 North Scolt Street, Suile 19
Sheridan, Wyoming 82801
001.307.675.1056
leeramicarl@gmail.com

Opinions expressed ate those of the authors
ol arlicles. Although all edilorial
malerial is checked for accuracy,

the publishers can nol aceepl
responsibilily for information printed
in this journal thal may be ambiguous
or incorrect. All inaterial published is
copyright; please seck permission lo
reprint journal conlent.

Indexing: CeramicsTECHNICAL is indexed
by design and applied arts index (daai),
published online by ProQuest, The
Quorum, 789 E Eisenhower Parkway,
Ann Arbor, Michigan 48106-1246

US; HW Wilson Company, NY;
RMIT Traiing Pty Lid, Melboumne,
ALU; and Thomas Gale, Fannington
Hills, Michigan 48331-3535 US
{wuw.gale.coin}. Full lext of
Cermmics TECHNICAL appears on

the electronic dalabases ol Zinio,
OMMNIFILE Fufl Text Mg Edition and
OMNIFILE Fufl Text Select.

Ceramics TECHNICAL (IS5M 1324—4175)
Copyright © 2013 by Ceramic Arl is published
o times per year by Ceramic Art

23 North Scolt Street — Suite 19

Sheridan, Wyoming 82801-6337 US in both
print and digital edition. Monlhs

of issue are May and November.

Business, Editorial, Accouniing and
Circulation Qffices:

23 North Secolt Streel — Suile 19

Sheridan, Wyoming 82801 US.

Visil www.ceramicart.com.au or call
001.307.675.1056 to subscribe or for
informalion on retailing the journal.

POSTMASTER: Scud address changes lo
Ceramic Arl

23 North Seott Street - Suile 19

Sheridan, Wyoming 82801-6337 US

IS5 13244175

Head | INES

As we in the Northern Hemisphere are in the middle of autumn, those in
the Southern Hemisphere are enjoying spring and anticipating summer.
When the May issue is distributed, those seasons will be reversed. Editing
the journals (Ceramics: Art and Perception and CeramicsTECHNICAL) has
encouraged me to think even more globally than I did previously. When
you travel this amazing globe, you (it is to be hoped) gain the perspective
that we are so much more alike than we are different. With all of the
violence in the world, it is more important than ever that we exercise
acceptance of the ways in which we are different. At the recent General
Assembly of the International Academy of Ceramics in Dublin, Ireland,
this was evident. We welcomed our first (ever) new member from
Pakistan, Alam Sheherezade. In traditional dress, Alam expressed her
heartfelt appreciation for being elected to this international community
of ceramics. She was embraced and welcomed by the members and we
would expect nothing less.

This issue includes articles that also exhibit how much alike we are in our
affinity for clay, how diverse we are in how we use it and how we travel
the world to be stimulated and even to put ourselves out of cur comfort
zones. As examples, Antonella Cimatti of Italy reports on a symposium
in Japan; A Feyza Cakir Ozgundogdu of Turkey relates her experience in
Zibo, China; Rolando Giovannini of Italy describes the work accomplished
by Marc Leuthold (US) while in Faenza. Particularly touching in this
issue is the account by accomplished artist Paul Chaleff on his extensive
collaborations and his long-time friendship with the Jate Sir Anthony Caro.

In 2015, we will publish the 40th issue of CeramicsTECHNICAL and the 100th
issue of Ceramics: Art and Perception. We are aware that many of our long-
time subscribers have each and every issue that has been published. We
appreciate your loyalty.

We now send the journals to 67 countries around the world. Sharing
information worldwide is what keeps the field of ceramics as diverse,
exciting and accepting as it currently is. We welcome articles of international
interest on your technical and historical research, cultural events and
exchanges, educational opportunities as well as the strategies and processes
that you use in your work. I may have written this before in this column but
if I had one wish, it would be to speak every language. Just imagine.




Marc Leuthold in taly

——

Zauli as Muse

Above: Carlo Zauli. Sala Anni 60. 1960s.
Years Room, vases. 1962 to 1967. Glazed

white stoneware, Zauli's double walled RO lando Gzovannznz rela tes
vessels, wheel-turned advanced (late)

work. Phato by Marc Leuthold. 4 ; :
Below: Marc Leuthold workshop at the Marc LeuthOld 5 experzences 1

Musenm Zauli. 2013.

Photo by MCZ — Eeenza. ialy Faenza and Venice, Italy

HE QPPORTUNITY TO VISIT ITALY DURING THE VENICE BIENNALE 1S A COVETED EXPERIENCE FOR MGST ARTISTS

I the world over, but to also be invited to take up a residency at the Museo Carlo Zauli in

Faenza'!, during this period, would, in itself, be a dream come true. In July 2013, Marc

Leuthold, New York artist, Professor and Head of Ceramics at the State University of New York,
was so fortunate.

The Museo Carlo Zauli is today a museumn dedicated to its namesake. Zauli was the preeminent
Italian ceramics artist of the second half of the 20th century. Perhaps, the most extraordinary aspect
of the Museo Carlo Zauli is how, even today, everything remains intact, original and complete. A
time capsule, a faithful preservation of the master’s studio, yet still a space for creative growth.

For the past 50 years, the Zauli studio has been the site of
major events, a sort of Last Supper for many artists, such as
Lucio Fontana, Arnaldo and Gid Pomodero, Pine Spagnulo,
the historian Giulio Carlo Argan, the novice Claudio
Spadoni, as well as a large contingent of Japanese artists
who began to arrive in the 1970s. Such interactions must
have helped shape Zauli’s development.

Matteo Zauli, the museum’s Director, remembers
opening the studio as a venue for artistic events soon after
his father’s death to give life to the museum, to enhance
its collections and exhibition spaces. His goal has been
to create an institution of experimentation and research.
Matteo Zauli’s programming has “given new vibrance to
the rooms and libraries. The museum is in a continuous
state of renewal rather than a static monument to the
memory of the great master.”




Since 2003, according to Matteo Zauli, the Zauli Museum, in
collaboration with the Institute of Art and IS1A, has initiated a process
for the development of ceramic art from a variety of perspectives. In
order to promote ceramics in the broader context of contemporary art,
residencies were given to Sislej Xhafa, Piero Golia, (in Vice versa Italian
Pavilion selected by Bartolomeo Pietromarchi) and Diego Perrone, Yuri
Ancarani (in The Encyclopedic Palace selected by Massimiliano Gioni),
all at the Venice Biennale of 2013. In 2012, the museum decided to invite
internationally renowned masters of ceramics — Jeff Shapiro (2012} and
Marc Leuthold (2013, originally proposed by Antonella Cimatti).

THE RESIDENCY

Leuthold arrived in Italy via France where he had held master classes
for two weeks in the atelier of Sandrine Rousseau at the Vallauris
Institute of Art before continuing on to take up the Zauli
residency in Faenza', the most celebrated city of ceramics in
Italy from which the term Faience is derived. He was to spend
a week living and working at the studio-atelier; discovering
its hidden nooks and crannies, the movements of light and
shadow on its stone architecture.

For Leuthold, Zauli is both “muse and source of inspiration”.
As he retold it to this author, any influence of Zauli's cenvre had
been initiated years before on a visit to the Sculpture, Objects,
and Functional Art fair (SOFA) of 2003. He was “shocked by
its scale and muscularity of form and rich shino-like surfaces.
Zauli had a confident hand and did not feel compelled to
subjugate the medium. His timeless, massive forms twist
and meander with an alluring surface. Zauli's work seemed
somewhat out of place at SOFA NY, belonging, instead, in the
Sculpture Garden of MoMA or at the Noguchi Foundation.”

Although Leuthold developed his art without any
knowledge of Zauli (an artist whose importance to the field
is comparable to that of Peter Voulkos), he acknowledges
the synergies of their artistic paths when he states that both
their art practices “evolved from wheel-generated vessels to

delle arate e delle zolle. 1976, Bronze
and two sculptures on the sidewalls.
1982. Giazed white stonetare, trium-
virate of Zaudi sculptures in basenent.
Photo by MCZ — Faenza, Italy.

Top right: Mare Leuthold briefing the
workshop participants, July 2013.
Photo by MCZ — Faenza, Italy)
Aboveleft: The artist participants and
Marc Lenthold in the old kiln room .
of Musetm Zanli. j

Photo by MCZ, Fnenza, Italy. !

Above Right: The old kil room. |
Photo by Andrea Santucel. |

Below: The workshop participants. |







non-objective  sculpture”.
Further resonances can be
found between Leuthold
and Zauli in their aesthetic
and gestural response to the
material.

Many artists wish fto
dominate the medium;
viewing faults such as fears
and cracks as errors to be
corrected. Alternatively,
Zauli and Leuthold find that
these ‘problems’ enhance the
work, rendering the process
less predictable, more of an
act of collaboration with the
material. Embracing cracks
that emerged in the process
of making, Zauli often
created works through
slumping and ripping the clay. Similarly, Leuthold finds that “the
breaks and cracks open up the form in important ways.” He will on
occasion deliberately destroy the post-fired form in order to transform
and give it a revitalised ‘voice’. Commenting on the Zauli collection,
Leuthold paid particular attention to the manifestation of this quality:
“Early vessels were conservative and less original, later ones more
experimental: beautiful volumetric forms — fertile and rich, already
with the signature grey-white glaze with subtle flashes of red. In the
same room was the masterpiece: a huge mandala-like form - thrown

Facing page: The artist Piero Paolo
Muazzotti, FOS Ceramiche in Faenza.
Looking rt Leuthold work made of Carlo
Zauli clay. Photo by Marc Leuthold.
Above: Carlo Zauti. Ruota Strappata.
1967. Glazed white stoneware. 122 x 124
x42 e, Photo by MCZ — Faenza, Italy.
Below: Marc Leuthold, the artist
Muky (Wanda Berasi)and Matteo
Zauli, Photo by MCZ — Faenza, Italy.

on both sides standing on end with a huge gaping crack. An impossible, monumental piece,

perhaps 50 inches tall.”

Sadly, the relationship to material process that is highly valued by both these artists has not

been fashionable in an idea-driven art world. Relational Aesthetics, Post-structuralism, frompe
l'oeil, technology and science-driven works are the order of the day and do not address the
importance of process and touch.

In the 1980s, Zauli - influenced by German styles - became enamoured with an extraordinary
black stoneware clay to the point of changing style, transitioning from ‘white’ to ‘black’ and
creating numerous unglazed sculptures from it. He amassed a large amount of this black clay,
which is now stored in the museum cellar. Owing to its precious nature, to date, only Shapiro
and Leuthold have been invited to use it.

During his stay Leuthold used this clay to create several non-objective sculptures in honour of
the Zauli family - the artist and
his children. His comment on the
nature of this clay that it was “rich
... and cohesive in a way that I
have never experienced” seems
also to be testament to the artistic
life of Zauli and his son Matteo’s
dedication to the endurance
of his father’s legacy and also
a subtle acknowledgement of
Zauli’'s daughter, Monica, who




Above left: Carlo Zauli. La canting
delle argille. The cellar of the clay and
on the triumuvirate of Zauli sculptures
in basement.

Above right; Ron Nagle. Partico-
lari dell’installazione (Detail )
2008/2013. All works ceramic and
mixed media. Giardini, 55th Inter-
national Art Exhibition, Il Palazzo
Enciclopedico, la Biennale di Venezia.
Photo by Francesco Galli, courtesy of
la Biennale di Venezia.

Belew: Jessica Jackson Hutchins.
Rondamoo. 2011/2013. Plaster, col-
lage, aerylic marker, fabric and glazed
ceramic. Arsenale, 551 Interniational
Art Exhibition, Il Palazzo Enciclope-
dico, la Bieunale di Venezia, Photo by
Francesco Galli, courtesy of ln Biennale
di Venezia,

sat in on several of his workshop sessions. His admiration for her craft also
reveals the attention he granted his surroundings in providing a reverent
inspiration for the artworks he was to produce while there.

A noted architect, Monica Zauli has designed the exhibits and
renovated the spaces. No detail was too small for this sensitive designer.
Even the basement was carefully altered. There, against a backdrop
of decades old, bagged raw materials, she sited a dramatically lit
triumvirate of non-objective sculptures.

['HE WoRksHOP

While immersing himself in the structure and contents of the Zauli
Museum, Leuthold also spent some of his time in the original studio-lab
of Zauli imparting the wealth of knowledge he has gained through 25
vears of his own art practice. Working alongside Leuthold, participants
(under the coordination of Cristina Casadei) constructed forms and
dried them to a leather hard state, before later carving. He demonstrated
techniques including marbleising and carving clay. He also presented

lectures to complement technique. Participants, at first frustrated by this subtractive approach,
gradually internalised the techniques in a deeper way, thereby reinterpreting and extending
their own artistic voices.

Of Leuthold’s practice and his approach to teaching, Monica Zauli observed his “exceptional

sensitivity which also transmits in a non-verbal way. There is a veritable
depth of feeling to his understanding. Leuthold seems to form a bond
with the ceramic material at an almost cellular level.” Every detail of
his process is investigated thoroughly in its innermost form and this
is reflected in the manner in which he imparts knowledge and in the
forms he produces. One feels as if one is catching a glimpse of the first
stirrings of the universe.

VisimnG VENICT

Later during the visit, Leuthold and I travelled together to the Venice
Biennale. In the midst of a hot July, Venice swarming with tourists, we
took a water-taxi to the Biennale campus.

Not infrequently, talking to artists, art critics, scholars and journalists,
one wonders if an artistic event is interesting or not. The Venice Biennale,
the complexity and the landscape that offers both the contemporary and
avant-garde world, can not be catalogued within ordinary parameters.
One goes, watches, reads and perceives stimuli, sometimes feeling an
affinity or involvement with the innovation. The art evolves, the poetry
intertwines and mingles. The works become all-inclusive; a fusion of
the entire experience.
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Recently, the art world has turned its eye and heart to the field of
ceramics and this has resulted in a greater presence of ceramic based
works in this current Biennale. For artists such as Leuthold, it is a chance
to ruminate on a broader reflection of the ‘face’ of ceramics.

Among the artworks was a room of Ron Nagle sculptures. Here,
Leuthold was able to witness the culmination of a stalwart’s practice
and commented that “None of these new Nagles were pots — a logical
direction for this artist whose work seemed ever more tenuously tied to
the vessel.” Of the mixed media ceramic sculptures of Jessica Jackson
Hutchins who represents a new breed of ceramic art, he recognised
the balanced tension of aesthetics and the masking of skill: “Ugly and
beautiful, these sloppy sculptures are technical tours de force. Armchair

Above lefl: Shinichi Sawada. Opere

iir mostra alla Biennale Arte. 2013.
Terracotta. Arsenale, 55th International
Art Exhibition, Il Palazzo Enciclopedico,
la Biennale di Venezia, Collection I'Arf
Brut, Lausanne, Photo by Francesco
Galli, Courtesy ofla Biennale di Venezia.
Aboveright: Mare Leuthald. Torture
installation. Phota by Mare Leuthold.
Below: Monica Zanli with Zauli‘s
Torn Pottery Series Vaso Sconvolto.
1976. Glazed white stoneware.

On the wall, Vast Sconvolti, 1977.
Glazed white stoneware.

Photo by Mare Leuthold.

has an impossibly formed stomach like ceramic volume draped over both sides of the back of a
ratty old American wingback chair.” He also showed an appreciation for the primal beauty of
the series of works, Oldest Living Things by Shinichi Sawada, an outsider artist from Japan and
the timeless, alchemical action of Ossido Ferrico by Francesca Grilli, a large sheet of slanted steel
with a slow drip of water creating an enormous evolving oxidised painting on the steel surface.

A creative act is never static; always excavating the past and tilling the future; every element
has a particular value; a prodigious energy; each steering the thought-process, facilitating new

associations, experimentation and complexity. As such the
Zauli experience and the Venice Biennale of 2013 were to subtly
influence Leuthold’s subsequent residency and exhibition at
the Sydney College of the Arts at the University of Sydney,
Australia in November, 2013. The final installation perhaps
incorporated a greater urgency and rawness in the gestural
and carved porcelain portraits than ever before and this was
intensified by the artist’s request that the audience slash
through a large paper tent to reveal a lattice of hanging slashed
paintings and the ceramic forms of the inner sanctum.

We carry our experience with us. Perhaps, for artists such as
Mare Leuthold, who can focus so astutely on the haeccities of a
present moment, the burden is richer and the creative act that
results, enduring.

ENDNCTES

1. This cily is also the seat of the International Museun of Ceramics (MIC} and the
Ballardini Inslitute for Ceramic Arts (now Liceo Artistico per Design). MIC, directed by
Claudia Casali, hosts the International Compelition of Contemporary Cerqinic Arf, which is
now in its 59th year.

Rolando Giovannini is currently Professor at Brera Academy of Fine Arts, Milan.
Translated by John Wheatley
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Ceramics

Iga Diary. Ryusei Arita recounts his woodfire experience in Japan.

Glazed Concrete. Anja Margrethe Bache discusses her architectural engineering
research,

Painted Pottery and History. David M S Palmer reports on the evolution of
painted decoration on pottery.

Let it Bleed. Rimas VisGirda describes his exploration of surface technigues.

Contemporary and Mid Choson Perspectives. Heekyung Lee focuses her
research on a porcelain jar at Kookmin University and similar Choson ware.

Evolving. Donna Rozman describes one potter’s experience with marketing.

Dehua: Return to the Fold. Anthony Stellaccio introduces the Yueji Kiln Center.

Porcelain: A Diverse Medium for Modern Times. Anfoinette
Badenhorst traces the lineage of porcelain and its uses.

The Paperclay TODAY Conference and Symposium. Sudha Achar
details the experience of an international paperclay conferencefsymposium.

Dense Packing and Filter Pressing Moist Clay. Jeff Zamek discusses the
options for clay mixing.

Ceramic Camp in Foshan China. Rolando Giovannini relutes his experience
al an ancient kiln site in China.

The Transformation of Simple Form. Leo King discusses the influences on
his forms and surfaces.

Utilization of Ferrochromium Fly Ash as a Pigment Raw Material
in Stoneware Glaze and Underglaze Decoration. Munevver Caki,
Nuran Ay and Selvin Yegilay Kaya.

SunKoo Yuh's Workshop at Haystack Mountain School of Craft.
Shin-Yeon Jeon describes the experience of working with a generous instructor.

Computer-Aided Ceramic Visualization. Ufuk Tolga Savas describes his
research in three dimensional ceramics imaging.

Renegade Clay. Koren Weiss describes an ephemeral public art project.

The Thinking Artist/The Fabricating Artist. Orly Nezer posits which
skills should be taught in ceramics departments at art schools.

Working Fire. Perny Smith invites us in fo the richness of the woodfire tradition.

A Special Place: The International Ceramics Studio in Kecskemét,
Hungary. Debra Sloan visits the studio and residency in Kecskemét,

Thirty Years of Development of Chinese Contemporary Ceramic
Art. Article by Ning Gang, Li Chao and Feng Weina.

Condon’s Art Process: Portrait Busts. Dorothy Joiner describes the process
used by figurative sculptor, Judith Condon.

The Aesthetics of Mayan Civilization Reflected in Clay Dolls. Lee,
Hun-Gook and You Huwa-Yeol discuss the culfure and creation of Mayan clay dolls.

100 Documenting Fire: A Profile of Brian Benfer’s Industrial Series.

Dawrt Padula describes Benfer’s processes.

| 104 Education Models in Industrial Ceramic Design. A Feyza Cakir

Ozgtindogdu reviews the example of Tsinghua University.

109 A Potter’s Tale in South Africa. A book review by Janet Mansfield.
110 Australia’s Mount Gibraltar. Steve Harrison describes the tenmoku on the

edge of town.
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The 44th General Assembly of the International Academy of Ceramics,
hosted by Ateliers d’Art de France, was held in September in Paris. Forty
ceramics exhibitions were hosted in galleries and museums throughout
the area, including the members’ exhibition at the S2vres Ceramics Mu-
seum. The local committee deserves much credit for their planning and
execution of this large undertaking, which was attended by approximate-
ly 250 members and non-members from throughout the world. With the
meeting being held every two years, the Council has announced that the
2012 General Assembly will be held in Santa Fe, New Mexico, US; and
the 2014 General Assembly will be held in Dublin, Ireland. Dates will be
forthcoming. Pre- and post-trips at these upcoming assemblies will give
attendees an opportunity to see more of the host country’s contemporary
and historical ceramics offerings as attendees were able to do in France.
Members and non-members are welcome to attend the conference events.

At the above conference and at other places where ceramic artists
gather to share their research, techniques and skills, there is often dis-
cussion about how fortunate we are as ceramists to have so many who
are willing to demonstrate, to distribute glaze and clay body recipes,
to trouble shoot on technical issues and to share knowledge in general.
Not all media in the arts have this same generosity of spirit. The field
of ceramics is broad and deep. We will each spend a lifetime work-
ing toward solutions to our own individual ceramics issues and the
sharing of this research, as ceramists are accustomed to doing, cre-
ates a uniquely close-knit and peaceful international community.

In this issue of Ceramics TECHNICAL, there are articles from or about
Japan, Denmark, Korea, the US, China, New Zealand, Turkey, Australia,
Israel, Hungary and Mexico. The articles cover such topics as woodfiring,
filter pressing of clay, paperclay, glazed concrete, historical research, clay
body inclusions, pigment raw material in stoneware, workshops, comput-
er aided design of ceramics and international ceramics educational meth-
ods. We are now mailing or distributing our two titles (Ceramics TECHNI-
CALand Ceramics: Art and Perception) to 65 countries throughout the world.

The field of ceramics has, perhaps, never been so broad, with art-
ists designing for industry, others doing more ephemeral work and
seemingly, all possible areas in between. News releases in the back
of this issue present new materials for ink jet printing on tiles of vary-
ing thicknesses and L&L Kiln Mfg, Inc announcing new ‘eQuad-Pro’
Production Kilns. We welcome your articles and news releases on
your technical and historical research as well as suggestions on is-
sues that you would like to see us cover. Please let us hear from you.
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In Foshan, China

Rolando Giovannini relates his
experience at an ancient kiln site in China

The artists signed a lile as @ symbol of the Marco Polo was born and from the State Art Institute of Faenza to par-
ﬁ'o;:'r;‘,;jtg:;}’g:fg‘%ra?,”;( fg }';iz"}s f;’;;;:;g AL ticipate in Foshan (Sputh East China) at an international workshf)p,
Giovannini, Wei Hua, Lu Bin, Ton  irnmersed in a park entirely dedicated to the antique culture of ceramics.
Hongyu, Mr. Dailun Qiu, Erik Roven, The ‘Holy Land’ Park in Shiwan includes a lake, a museurn with antique
Antonelia Cimalti, Kim Hyeog Soo, Kim  collections, a contemporary gallery, an arts centre for teaching art to children,
saeng Hon, Ciji Zhang, Kim Dong Jutt, i i historical art studios and numerous ‘small figurine’
Yoo Ji Yong, Li Jingjing, Chen Guanghu, Va110US _extra'lordmary' istorical art studio | numerous “small figurine

M. Chao He Xu and Meren Zu (Bobe). Production sites. Also included are an ancient village with typical buildings

from the Ming and Qing dynasties, a temnple dedicated to the God of the

North, numerous open air sculptures in different materials and an impres-

sive bujlding for artists in residence. Above all, however, is the presence of

the enchanting dragon kiln, which has been woodfiring for over 500 years.

Among other things, it has also been connected to industrial production,

with expository and commercial fields dedicated to the art of mosaics, sani-

tary fixtures and tile production. There are numerous show rooms which

exhibit the most avant-garde industrial commercial pieces.
The fascination of ancient Chinese ceramics culture had already been
imparted to us at our Italian ceramics school; where, included in the didactic

The Opening Ceremony of the Camp. IT 15 REALLY QUITE AN HONOUR: TO COME FROM THE COUNTRY where the explorer
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curriculum, are some Chinese ceramics and porcelain production tech-
niques and the sequence of styles throughout the most important dynasties
century after century.

The invitation was for the 2009 Nanfeng Kiln International Ceramic Work
Camp held in Foshan, Guangdong, from 15 to 30 August, 2009, at the 1506
Creativity City with the Chairman, Mr Dailun Qiu. There were 16 artists
from different parts of the world: from China there were, the Artistic Director
Wei Hua and Tan Hongyu, both Professors at the Academy of Fine Art of
Guangzhou; Lu Bin, Professor at the Nanjing Art Institute (noted in Italy for
his award at the 52nd International Ceramic Art Competition in Faenza); Chen
Guanghui from Shanghai and three young artists, Li Jingjing, Xie Jinlin and
He Yonghao. Then from Korea there were Kim Hyeog Soo with one of his
Chinese students, Ciji Zhang; and the young Yoon Ji Yong, Kim Dong Jun,
as well as Kim Saeng Hwa, a Korean artist who makes her living with her
own atelier in Foshan. From Europe, the Swede Erik Roren was there, well-
known for his urban installations and public art projects. There were also
two Jtalian artists from Faenza: Antonella Cimatti, teacher of Design at the
State Art Institute; Ballardini G and myself. All of the artists at the Camp
contributed in the artistic and creative activities with popular and theo-
retical aspects through lessons and conferences. The lessons were carried
out by means of slide shows dealing with topical themes or about research
regarding the art and technology of ceramics according to the culture and
traditions of each country represented. Also, panoramas and critical visions
were presented on contemporary art trends, such as the development of
design in Europe and ceramics for architecture and urban furnishings.

The synthesis of knowledge and different languages {it was sometimes nec-
essary to explain oneself using all four; Chinese, Korean, English, French)
were the key points of this new international experience; the Camp was set
up as a place of exchange of consolidated technical and artistic skills assisted
by an extraordinary staff made up of lab assistants coordinated by Meren Zu
(Bobo) and by young planners and designers available to assist with research.
Official translations also played a part, carried out by Miss Sunny for the
English speakers and by the artist, Kim Saeng Hwa, for the Korean ones.

The organisational capabilities of the Director and creator of the project,
Qiu, made it possible to give life to sculptural pieces within just a few days,
which have since remained as a legacy of the occasion. The proceedings of the
event were carried out with a detailed and precise protocol: first there were
presentations of the ateliers and of the equipment at our disposition. Even
just the choice of work table and its location including tools and materials
gave the idea of the approach that each artist and sculptor wished to take.

This was followed with a technical meeting. The Advisor of Technology,
Clay and Glazes for use in the dragon kiln and the Camp itself explained
each application to all artists involved. This was the most loved part of the
ceramists, where ways of working join and intersect. It was an international
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Top left: Technical meeting on the
first day. Mr. Chen Chao, assisted

by is staff, briefs the parlicipating
artists. From left : He Yonghao, Meren
Zu (Bobo), He Junou, Chen Chao,

Li Jingjing, and Sunny. The designer
Xie Jintin (collaborator on the farge
scale waterfall sculpture entitled

Toitet Walerfall, October 2009), is
presenl in (he pholo, but being covered
by a collengue in the foreground.

Top centre: Erik Roren and

his piece. Inciudes bamboo

rods 5 melres in length.

Top right: Professor Wei Hua, This
piece reguires tie assembly of nnerous
stalues in varying dimensions, made
from moulds from plastic models.
Above: Toilet Waterfall. The
sculpture measures 100 melres long
and five metres tall and was designed
by Chinese arist Shu Yong. 1506
Crealive Cify, Foshan, Oclober 2008,
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Top left: Antonella Cimatti,
Creating lwo of the five elesients

that coinprise her sculpiure,

Syringe exirusion with liquid
porcelain on a refractory stab.

Top cenire: The Ancient Dragon
Kilu of Foshan, Guandong. Nole
the diverse inclinations of the kiln
which kas been buitt into a small hill.
Top right: Kim Dong Jun.

Young Korean artisl showing the
base of his large sculplure wilh

a particular fragmented effect.
Above: Tan Hongyju. Artisl

from Ching sitting al the fool of her
plastic arch relief compesition; the
sculpture is comprised of many parts
which come from premade moulds.

The fascinalion of ancient

Citinese ceramics culture had
already been imparted to us al our
Italian ceramics school; where,
included in the didactic eur-
riculum, are some Chinese ceramics
and porcelain production tech-
nigues and the sequerice of styles
fnroughout the most huportant
dynasties century after century.
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language rooted in the knowledge of the basics of chemistry and of how to
work and model the clay on the basis of an artistic idea. The know-how of
processes sometimes gives suggestions and allows for changes to the orig-
inal project itself, with variations in the program that in certain cases reveal
themselves to be brilliant and possible only in that specific context.

During the meeting, comparison charts were provided of the 21 different
glazes available and best adapted for the dragon kiln; these contained visual
indications of colour, the descriptions of the vitreous coatings, model descrip-
tions, their codes, colours, notes on dishwasher use, whether best fired in the
dragon kiln or gas, the temperature, the glaze ingredients, the components of
the earth (clay and mixtures), the characteristics and descriptions of the glazes
with hints regarding technical applications, such as thickness, fusibility, met-
allisation, transparency and others according to the specific glaze. Notes were
distributed with over 300 entries in English and Chinese regarding technical
and ceramics terms, entitled Ceramnics Terminology, a precious document, not
only for communication but also based on the selection of terms. One was
able to comprehend the vastness of knowledge of techniques; in fact the
glossary contained within was itself a design aspect, a way of seeing things
as they were, even if it was only just a simple list of translated words.

There were three clays at our disposal: the first, Coarse Clay, is well adapted
for the creation of Jarge sculptures with a high resistance capacity but not
much plasticity. The second, called Semi-coarse Clay, is adapted for making
sculptures 40-50 cm tall. Its low fire resistance capacity is inferior to that
of the previous one but with more plasticity. The third, Fine Clay, could be
used for ceramics with extremely detailed modelled designs and for pieces
of about 40-50 cm high. Its bearing capacity is inferior to the Semi-coarse
Clay but it has a lot of plasticity. All have a high percentage of montmorilio-
nite (from 80 to 90 percent). These three clays were all able to be mixed and
employed for use in large scale sculptures. The glazes and their technical
applications were suggested for all three types.

To complete the panorama, there was a white stoneware already prepared
for slip casting and a white porcelain which was also able to be used in this
way or otherwise with the ‘slip trailing’ technique as was interpreted by the
artist, Cimatti. The firing temperature for all of the clays is from 1250-1280°C,
with the long mono firing of the dragon kiln in mind, the highest tempera-
tures were nearest the top. These firing structures were extraordinary, both
in the way in which they worked to full capacity and how they incorporate
a cyclical nature, large scale production and energy savings.

The history and the structure of the renowned dragon kiln in Foshan is
interesting and truly particular, as it has been illustrated and recounted by
experts. Situated on the banks of Dongping of the ancient city of Shiwan,
Guangdong, the Ancient Nanfeng Kiln was built in the Zhengde period of
the Ming Dynasty (1506-1521 AC). Its firing has not been interrupted and it
has been operating for over 500 years. It is the oldest dragon kiln in China
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and perhaps the world. The place where it is situated is seen as an impor-
tant national cultural site, heritage of the State Council and is noted in the
Guinness Book of World Records, cited as a “live cultural relic, an unmovable
national treasure”,

Traditionally, people of that place have called ceramics firing kilns,
‘Shiwan’. There are many types of kilns but the most famous are the dragon
kilns, since their form is that of an enormous sleeping dragon. Since the Qing
Dynasty, there have been 107 dragon kilns but at the moment there are only
three, of which the Ancient Nanfeng Kiln is the most famous. For almost 500
years, the flame has not gone out and it has been constantly in productien. In
this way, the kiln has been kept in complete working order without damage.
Next to the kiln, with an enveloping embrace that appears to be protecting
it, lives a 200 year old tree whose roots sink below the structure of the kiln
and seem not to feel the effects of the high temperatures. As legend would
have it, touching the roots brings good luck, which is in tune with the Taoist
dynamic of Yin and Yang where the wood feeds the fire and the kiln helps
to grow the tree: a perfect balance. Throughout the years, production has
never ceased for repairs, although the chimney was built in modern times.
The kiln is a total of 34.4 metres in length. There are 29 rows of fire holes
{five for each row) on the kiln. The firing holes ate used to feed the wood
throughout the firing process. There are four openings on one side of the
kiln for loading and unloading pieces. The layout and heat emitted during
the combustion of the wood cause infinite changes to the clay and glazes.
The dragon kiln is divided into upper, mid and lower sections with
three temperature ranges (low, medium and high and varying from 900-
1300°C) which are managed and controlled exclusively by the Kiln Magter.
To maintain an atmosphere of reduction, the Master of the kiln controls
the duration and the extent to which it is heated as well as any changes to
be made during the firing; only he knows how to make decisions with his
expert eyes based on the constantly changing conditions within. The waiting
period after the firing is 20 hours, as the kiln must cool down before it is
ready to be opened. Every five days the cycle can be repeated, meaning that
in a year, numerous firings are able to be carried out.

The varying slopes in different sections within are characteristic of the
dragon kiln and establish maximum output for Foshan. In fact, depending
on the angle and the slope produced, the kiln feeds the temperature and the
passage of heat. The kiln operates with a flue, rendering maximum perform-
ance, the preheating of the secondary air allows for best combustion. The
firing begins with large pieces of wood being burnt completely, then passing to
smaller pieces until finally reaching a maximum temperature of up to 1280°C.
With regard to the Camp, every artist produced a piece based on a previ-
ously defined project (which had been communicated via email), not smaller
than 1.5 metres, adapted for inclusion and installation in the park. All of
the works were finished on time, although they were fired later, due to the
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Top left: Chen Guanghui,
Professor from Shanghai, begins
with thin slabs for making
complex sculptures. The modelled
parts were covered with engobe.
Top cenire: Professor Lu Bin
from China, assembling his
installation dedicated to the
ity of Foshan. The picee, before’
the execution phase, was preceded
by a series of inprompiu sketches,
designed witl pen and paper.

Top right: The young Korean
artist, Yoou Ji Youg denton-
strates the final stages of

his coiled sculpture which

has been smoothed out.

Above: Kisn Saeng Hrwa, artist
Sfrom Korea who lves and works
in Foshan, during the final
stages of modelling this male
figure, The piece is propped up by
a support lo avoid any deforma-
tions during the drying phase.
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Abeve lefl: The young Chinese
student, Cifi Zhang, completes her
piece made up of geometric lines
and modelted iy the atelier, Behind
Zhang, her Professor Kim Hyeog Soo,
is working on his ceramic tower.
Above cenlre: Rolando Giovannini.
His piece called for the insertion of a
neon ligh! that wraps the sculplure.
Above right: The monumental scilp-
ture by Professor Kim Hyeog Soo,
which was placed in the park, Itisa
tower expressed by means of an archi-
tecturatly geomelric composition, with
texture and engobe effects. The Korean
Master used a drill lo create

holes and indentations.

The invitation was for the

2009 Nanfeng Kifn Infernationat
Ceramic Work Canip held in Foshan,
Guangdong, from 15 to 30 August,
2009, at the 1506 Creativity City
with the Chairinan, Mr Dailun
Qiu. There were 16 artists fron
different parts of the world: from
China there were, the Artistic
Director Wei Hua end Tan Hongyu,
both Professors at the Academy

of Fine Art of Guangzhou; Lu

Bin, Professor at the Nanjing Art
Institute (noted in ltaly for Iis award
at the 52nd International Ceramic
Art Compelition in Faenza); Chen
Guanghuii from Shanghai and Hiree
young arlists, £i fingfing, Xie
Jinlin and He Yonghao. Then from
Korea there were Kim Hyeog Soo
with one of his Chinese students,
Ciji Zhang; and the young Yoon

Ji Yong, Kim Dong Jun, as weil as
Kim Saeng Hrwa, a Korean artist
who makes her living with her twon
atelier in Foshan. From Europe,

the Swede Erik Roren was there,
well-known for his urban installa-
tions and public art projects. There
were also two Halian artists from
Faenza: Antonella Ciinatti, teacher of
Design at the State Art Institute; G
Ballardini and Rolando Giovannini.
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necessary time needed to dry.

The techniques presented by the artists were wide ranging: from mould
making employed using preexisting antique moulds for Wei, as through
large plaster mould components for Tan, to traditional modelling by Lu
with a composition dedicated to the City of Foshan, by Kim Saeng Hwa
with her production of human figures and by Yoon with the construction of
a "figurative composition”. Then the artist Kim Dong Jun used coil building
for the creation of a menumental circular form. Finally, there was the use of
slabs of different dimensions and thicknesses, such as the thin ones used by
Chen to create his amorphous forms and the thick slabs used in the impres-
sive geometric sculpture by Professor Kim Hyeog Soo, as well as Ciji Zhang,
where on his column, he also added clay modelling.

The applications of different materials rendered certain pieces quite artic-
ulate and complex, including locally harvested stimulus, for example, the
use of bamboo by Roren and an appropriated steel structure for Cimatti’s
sculpture. For Roren, the use of bamboo poles five metres in length ideally
represented China’s expansion in the world, starting with an architectural
structure made out of a clay shietd which was of high quality construction.
On the other hand, Cimatti wanted to represent the five elements (fire, earth,
wood, water and metal) through the use of porcelain filigree anchored to a
minimalistic metal tree. And ] had designed a conclusive installation with
the application of coloured neon lights.

In short, a reflection on this type of event: it is not just a question of tech-
nical communication and the exchanging of experiences. It is more about
an osmosis of cultures and methods of approach regarding ceramics expe-
riences. The artists are inspired by techniques that become their own con-
crete expressions or otherwise introduce their own styles, while expressing
their personalities and energies to the fullest. They work by confronting
the standard procedures and, in this way, are able to raise the bar, bringing
their creations to new heights, allowing for further innovations and devel-
opment of style. Even in the sciences, mutation is frequent and necessary. It
is in the variables, in the ingeniousness of the unpublished work, where the
real novelty lies. Besides the awareness of ancient standards and practices,
it brings simultaneous reflection and re-examination.

Rolande Giovannini is a ceramics critic and the Director of the Istituto Statale D'Arie
per la Ceramica (State Art Institute of Ceramics founded by Mr Gaetanc Ballardini

in 1916 and known for Art, Technology and Ceramic Restoration), Faenza, Italy.
Translated by Julie K Shanks.

Foshan Creative Industry Park and 1506 Creative City, named after the founda-
tion of the Nanfeng Ancient Kiln in the year 1506, are a reality of extracrdinary
growth. An example was their participation at the Shanghaf Werld Expo in August
2010, with the Foshan Pavillion which held 51 CHINA Kung Fu figurines created by
Mr Dailun Qiu and the renowned artist Shu Yong who was awarded the Lorenzo

it Magnifico Career Award 2009 at the Flerence Inlernational Arts Biennale, Italy.
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In preparing this issue, it struck me that the articles herein are more diverse than
usual. Of course diversity within each issue is something for which we always
strive. Within these covers, you will find articles on the strife and coping skills
developed by an African village, the challenges of economic sustenance in a Ca-~
nadian community, the benefits and burdens of ceramics traditions of the people
of Mexico, Nigeria and Turkey; and we see the ways in which ceramics contrib-
utes to the field of forensics. Sir James Dewar is credited with being the first to
write (in September, 1842), “Minds are like parachutes. They only function when
open.” As we lravel, as we meet people from other countries and as we read
diverse perspectives, our lives are enriched and the enrichment is greater when
the mind is open.

We were saddened to learn of the death of Australian ceramist, Marea Gazzard.
She was a significant figure in her efforts in support of the Australian crafts
movement and a notable artist with her own work.

Look for more on these exciting international events: The Westerwald Prize
ceramics exhibition is held every five years with awards to ceramics artists in
the areas of saltglaze, design, vessel, sculpturefinstallation and emerging artist
award for ceramists up to the age of 35 years (b 1978 or later). Four prizes are
awarded to artists from Europe. Application deadline is 19 January, 2014, The
European Festival of Ceramic Arts is calling for applications at http:/ /www.
terralha.fr/ page-d-example/call-for -application-2014/. There is still time to ap-
ply for a spring residency at CRETA Rome. The deadline has been extended to
1 December 2013. The woodfire festival, On the Edge of the Shelf, will be held
in Mystery Bay, NSW, Australia from 1-18 May, 2014. Garth Johnson has been
appointed the new Curator of Artistic Programs at The Clay Studio in Philadel-
phia, US. Applications close on Friday 7 March 2014 for the 2014 Indigenous
Ceramic Art Awards at the Shepparton Art Museum in Australia (www.shep-
partonartmuseum.com.au/exhibitionprogram/icaa/). There is a new residency
in Nove and Bassano del Grappa, V], Italy, for international artists. For more in-
formation, email blais.geraldine@gmail.com. In San Miguel de Allende, Mexico,
studios are now available for rent (www.barro-co.com).

When I see a list of events with locations around the world, such as the one
above, I want to go (o all of them., I want to meet our readers, learn about new
artists, become familiar with cultures other than my own. In September of 2014,
the International Academy of Ceramics will hold its biennial General Assembly
in Dublin, Ireland (see their ad in this issue). This event is always an opportunity
to gain from the host country knowledge of a new culture. It is alsc a way to
get to know ceramics artists, writers, collectors and ceramics enthusiasts from
around the world. It is diversity in a bottle with one of our common traits be-
ing our passion for ceramics. It is a time to discover the many other ways that
we are similar and to learn more about our diversity. The conference is open to
everyone.




Poetics, Materials, Technologies and
| Relationships: The IAC General Assembly

HE 2012:GENRRA
Assembly of the
International Acadenty

of Ceramics (LAC) in Santa Fe, just
like the previous edition in Paris and FAC

Assemblies in general, are remarkable oppoi-
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Above left: Amea Calluori Hol-
combre’s pulrlic contribution about
contemporary art fopics.

Abouwe right: IAC President Jacques
Karfmann chairs at the opening

of the Members Exhilbvition. New
Mexico Musewn of art.

Top: Gracieln Olig. Project South, Home
Series. 2011. Keraflex porcelnin, prinfed
with laser decal, cone 8, oxidation.

Below: Mo ltsue. Sen Series: Begin-
nings. 2008. Handbuilf tatara stab cly
Jorm. 275 x75x75in (Fx19x19
e} Photo by Tk Saito. Collection of
Harr Museum of Art,

Uiiversity of Florida.

case was perfect) and attention to detail (and in this Joe Bova cannot
be faulted).

What is more, the interaction between the participants, who hailed
from every corner of the globe, and the artistic and cultural context
of the venue, were perfect. This harmony was quite palpable when a
book of remembrance was compiled for Janet Mansfield, with everyone
contributing.

The idea of combining this event with a number of exhibitions of
work by TAC members (such as the extensive American Visions in Clay
exhibition at the Patina Gallery, open extlusively to American IAC
members), gave the event special significance, as it temporarily perme-
ated the fabric of the hosting area. Like ‘dipping’ the sculptures, objects
and compositions in local knowledge and, on the other hand, leaving
an impression, a mark, a trace, an imprint of their presence, of their col-
lective, temporary passing through.

The exhibition, however, that dominated the event was the New
World: Timeless Visions membership exhibition of the IAC, held at the
New Mexico Museum of Art. It provided a platform to showcase ten-
dencies, virtuosities, different approaches to earth, the plasticity and
tractability of clay, glazes and pigments. Works of art were open to dia-
logue and comparison. The artists, who are actually familiar with their
colleagues’ work and the leading artistic trends, exhibit at the highest
level, creating a kind of multiple composition, a sort of orchestra whose
instruments express themselves through colours, lights, shadows,
reflections, geometries, sinuosities and recurring traits.

The event was marked by its professionalism, stemming not only
from the presence of great international masters, but also from the fact
that IAC membership is dependent on individual candidates obtaining
collective approval of their personal understanding of materials, plas-
tics and poetics.

Ceramics artists, writers, educators (and more) were in attendance
in full force including members of the National Council on Education
for the Ceramic Arts (NCECA). A large number of artists teach, or have
taught, in art institutes, universities, colleges or academies. This aspect
was not forgotten in Santa Fe with the NCECA Exhibition Eciimene:
Global Interface in America Ceramics, held at the Santa Fe Community
College. Garth Clark and Marc Del Vecchio were both in attendance at
this vernissage and on hand to lend their critical expertise, two impor-
tant and authoritative figures in the theoretical study of modern and
contemporary art.
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The General Assembly opened with the greetings of Joe Bova, (President
of the American Association of International Ceramics [AAIC] and the
on-site organiser of the assembly) and of Mary Kershaw, the Director
of the New Mexico Museum of Art. Jacques Kaufmann introduced
the new [AC members and showed some of their works with the aid
of a PowerPoint presentation. The opening speech was given by Peter
Held, Curator of Ceramics at the Arizona State University Art Museum
Ceramics Research Center, on the subject of “Decentering Clay”. Then
the Assembly opened, with the election results revealing Kaufmann as
the new President and other elected positions.

Santa Fe offered those present the opportunity to totally immerse
themselves in study and comparison, while providing a busy pro-
gramme of lectures and meetings covering many topics of current rele-
vance and popular and contemporary themes. One fascinating lecture of
current relevance was on the issue of where ceramic art belongs
in today’s figurative and plastic arts and where it coincides
with the artistic life of a workshop. Magdalene Odunde (Master
Potter, Officer of the Order of the British Empire — OBE) made
some interesting contributions to this subject.

Discussed was the aspect of high quality works interpreted as
objects, intended to be used as well as a vehicle for maintaining
and reinforcing our deepest, most precious and rooted ancient
artisan cultures, were discussed. This theme was explored in the
lecture on his work and life by Lonnie Vigil, a native American
Pueblo potter from Nambé Pueblo on his work, life and culture
and was enlightening and emotionally charged.

The educational aspect of ceramics was explored during the
General Assembly with presentations of courses
and practical workshops run by Jean McLaughlin
(moderator), Doug Casebeer, Jeff Guido, Tyler
Gulden, Steven Lee (ceramics centre and craft
school directors) in “American Visions: Alternative
Studies”. A reflection on the future and evolution
of ceramics processes is crucial at an event of this
kind. An occasion with such artistic stimuli needed
some technological input and this was provided by
Andy Brayman and Del Harrow in their lecture on
“Digital Explorations in Ceramic Art”. This was fol-
lowed by a debate where Anna Calluori Holcombe
made a precise and competent contribution on the
future and new frontiers of ceramics.

[nteresting was the lecture by Neil Tetkowski
“The Common Ground World Project”, about
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Above lefl: foe Bowa, Lonunie Vigil
(potter at Nambé Puelilo) with his
waork and Elaine Olafson Henry,
just after the artist's contribution.
Above right, left to right: Moyra EI-
tiot, Elaine Henry, Sherman Hall,
Tina Byrne, Mary Barringer and Jim
Rontberg. During “The Critical Article
- Definition, Use, limplemeniaton” panel.
Top: Wong Fiona Laiching. Moon.
2004 Terracotla. 3.15 x 15.7 x 10.2
i (8 x 40 x 26 cm.) Photo by Wong
Fiona Laicking. Collection of Harn
Musewt, Universily of Florida.
Below: facques Kaufmann. The Oars-
manfImage of the Current System
of Thinking. 2011. Codled stoneware.
30x32x18em.
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The Cormmon Ground World Monwment 2000, ceramic work cre-
ated with all types of clay from all around the world, on dis-
play at the United Nations building in New York and the panel
on “Generations: Women from Santa Clara Pueblo” by the
young artists Roxanne Swentzel, Rose Bean Simpson, Nancy
Youngblood and Beverly R Singer, PhD (moderator).

Just as important, the Assembly provided an opportunity to
meet extraordinary, outstanding artists whose works have been
exhibited and have received awards in the most prestigious
events worldwide. It is important, for instance, that the recently
elected Kaufmann has one of his works at the MIAAO (Museo
Internazionale Arti Applicate Oggi) in Turin, Italy; it is displayed
at the entrance and was acquired in 2003 during the Masterpieces:
L'artista-artigiano tra Picasso ¢ Softsass exhibition and chosen by
the director, Enzo Biffi Gentili, as a permanent acquisition. This
large terracotta and cement vase lies on the ground and creates
an extraordinary visual and architectural impact (Grand vase trois
Abouve: Mare Leuihold. terres, 2002). In contrast, Japanese artist [to [tsue was present in Santa Fe
: Bechyne Pagoda. Porcelnin. 18 cni. ot Nowy World: Timeless Visions with hex Sen Series, Beginnings sculpture,
l- Top: Kelsuingla CJ-n,zko. Brm‘n‘ha’s. hosted at H M [ Art Uni ‘tv of Florid
| Hand. 2011. Adhering chamotie with now nosted a arn Museum ol Art, University o oriaa.

! glaze. 12.2x 9.1 x 6.1 in, The artistic figures in the ceramics world follow precise guidelines
(31x23x23cm.) that do not overlook or exceed any of the fundamental stages of the
| Below: A Van Foey. 2011. Vessel. art: poetic expression, l'esprit, artistic thought, materials chosen and
| Earthenoare, electric fired 1100°C, shab . . .
,. building aird press moulding. used, skilful techniques, methods of representation and contemporary
{ Photo by Dries Van den Brande. relational aspects. In today’s world, the Internet and the many instant
means of communication bring experiences close together and contact
is lively, dialectal. Yet meeting a great renowned artist in person, such
as the extraordinary publishers present, Jim Romberg, Elaine Henry,
Mary Barringer, Moyra Elliot, Sherman Hall and Tina Byrne, is truly
exciting. These publishers, who attended a special round table entitled
“The Critical Article — Definition, Use, Implementation”, illustrated
their different strategies. United in their determination to safeguard the
quality of publications, two distinct issues emerged. Firstly, the need
to propose a wide variety of articles, covering many aspects and on
different levels; secondly, the desire to maintain critical standards and
sculptural expression when choosing artists and articles written profes-
sionally by historians, curators and art critics.
The General Assembly touched upon all areas of interest in
the world of art, including the important aspect of art history
l and criticism. An example was the extraordinary lecture (a
lectio miagistralis in the true sense of the word) by Garth Clark
entitled “Vulcan God: Lucio Fontana Romances the Kiln 1926-
1968"; his talk traced the varied career of Fontana, the great
20th century master who was born in Rosario, Argentina on 19
February 1899 of Italian parents but who spent most of his life
working in Italy. Clark described Fontana’s poetic expression
and style and told numerous anecdotes. This was followed
by talks, including one on the contemporary ceramics culture
in Italy and the world, Jed by Marc Leuthold, a New York
sculptor whose work was recently featured in a monograph
entitled Marc Leuthold, Sculpture, 1995-2010.
Del Vecchio, with Jim Lawton and Nathalie Fitzgerald, under
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the coordination of Peter Held, expressed
the viewpoint of Artist, Collector, Gallerist,
speaking about “Collecting: Its role in the life
of the artist”. The ceramics artist is, indeed,
strictly dependent on these figures: the col-
lector nourishes him because he loves his
poetic art or recognises his works as a sound
investment; the gallerist because he promotes
and protects the artist’s work, instrumental in
his success. Then there are the competitions
and cultural events. If the cultural events
are prestigious, they are invaluable experi-
ences; competitions, on the other hand, create
emphasis, trends and are springbecards to
launch names onto the international scene.
Lastly, some artists (who are also IAC mem-
bers) are enjoying some extraordinary experi-
ences in industry and large-scale projects.
When you rub shoulders with some of the
biggest names in the world of international
ceramics for a couple of days, you pick up on
particular perceptions and vocations: Gustavo
Perez of Mexico, for instance, Vice President
and representing South and Central America,
appeared especially attentive to new forms
of expression, taking on the symbolic role of
tutor for the younger generation. Perez, who Above: Antra Calluori Holconbe.
is a familiar face in Europe, is open to different approaches to ceramics N“H“”."_“ nella Scotola I1. 2010-2011,
. . . ervend porcelain, 30 scanning and
and its many forms of expression. He has a background of highly ;.10 for imodels, stipeasting, gold
technical knowledge and expertise. The aspect of the new generations  lusire, museun board, paper, grommet.
brings everyone together. 23x75x55in.
A sense of continuity emerged at Santa Fe, in keeping with the com- B""'”;‘{’;G“sm”o Pérez. Vase (11-115).
. . " 11. Stoneware. 23 x 41 x 13 cm.
plex worldwide scene, a successful fusion of tradition and marked
innovation, even involving 3D. Similarly the respect for the practices
and procedures faithfully reflect the sacred canons of art, which are
sometimes developed and conditioned by technology and experimen-
tation, sculptural expression, perceptible in installations and objects
with iconographic reinterpretation.

Rolando Giovannini earned a degree in Geology and a diploma
at the Academy of Fine Arts in Bologna, [taly. He is a teacher at
the Brera Academy of Fine Arts in Milan and the former Principal
of the Istituto Statale d' Arte per la Ceramica Liceo Artistico per il
Design Ceramico (State Art Institute for Ceramics and Ceramics
Design School) in Faenza, ltaly, from 1986 to 2012, He is the author
of books on ceramics and founded the NeoCeramica Movement
in 2007. Giovannini has done research on ceramic and neon. His
works are held at the Victoria and Albert Museum in London
and at the Shin-Kobe underground railway station in Kobe, He
was invited to the 544)i Internationat Art Exhilbilion of Hie Bicnnale
of Venice (2011) and BLA BLA, Milan (2013). He is a Member of
NCECA and of MI.MA (Milano Makers, 2013).

Translated by Domijno of Elisa Moro, Italy.
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As we in the Northern Hemisphere are in the middle of autumn, those in
the Southern Hemisphere are enjoying spring and anticipating summer.
When the May issue is distributed, those seasons will be reversed. Editing
the journals (Ceramics: Art and Perception and CeramicsTECHNICAL) has
encouraged me to think even more globally than I did previously. When
you travel this amazing globe, you (it is to be hoped) gain the perspective
that we are so much more alike than we are different. With all of the
violence in the world, it is more important than ever that we exercise
acceptance of the ways in which we are different. At the recent General
Assembly of the International Academy of Ceramics in Dublin, Ireland,
this was evident. We welcomed our first (ever) new member from
Pakistan, Alam Sheherezade. In traditional dress, Alam expressed her
heartfelt appreciation for being elected to this international community
of ceramics. She was embraced and welcomed by the members and we
would expect nothing less.

This issue includes articles that also exhibit how much alike we are in our
affinity for clay, how diverse we are in how we use it and how we travel
the world to be stimulated and even to put ourselves out of cur comfort
zones. As examples, Antonella Cimatti of Italy reports on a symposium
in Japan; A Feyza Cakir Ozgundogdu of Turkey relates her experience in
Zibo, China; Rolando Giovannini of Italy describes the work accomplished
by Marc Leuthold (US) while in Faenza. Particularly touching in this
issue is the account by accomplished artist Paul Chaleff on his extensive
collaborations and his long-time friendship with the Jate Sir Anthony Caro.

In 2015, we will publish the 40th issue of CeramicsTECHNICAL and the 100th
issue of Ceramics: Art and Perception. We are aware that many of our long-
time subscribers have each and every issue that has been published. We
appreciate your loyalty.

We now send the journals to 67 countries around the world. Sharing
information worldwide is what keeps the field of ceramics as diverse,
exciting and accepting as it currently is. We welcome articles of international
interest on your technical and historical research, cultural events and
exchanges, educational opportunities as well as the strategies and processes
that you use in your work. I may have written this before in this column but
if I had one wish, it would be to speak every language. Just imagine.




Marc Leuthold in taly

——

Zauli as Muse

Above: Carlo Zauli. Sala Anni 60. 1960s.
Years Room, vases. 1962 to 1967. Glazed

white stoneware, Zauli's double walled RO lando Gzovannznz rela tes
vessels, wheel-turned advanced (late)

work. Phato by Marc Leuthold. 4 ; :
Below: Marc Leuthold workshop at the Marc LeuthOld 5 experzences 1

Musenm Zauli. 2013.

Photo by MCZ — Eeenza. ialy Faenza and Venice, Italy

HE QPPORTUNITY TO VISIT ITALY DURING THE VENICE BIENNALE 1S A COVETED EXPERIENCE FOR MGST ARTISTS

I the world over, but to also be invited to take up a residency at the Museo Carlo Zauli in

Faenza'!, during this period, would, in itself, be a dream come true. In July 2013, Marc

Leuthold, New York artist, Professor and Head of Ceramics at the State University of New York,
was so fortunate.

The Museo Carlo Zauli is today a museumn dedicated to its namesake. Zauli was the preeminent
Italian ceramics artist of the second half of the 20th century. Perhaps, the most extraordinary aspect
of the Museo Carlo Zauli is how, even today, everything remains intact, original and complete. A
time capsule, a faithful preservation of the master’s studio, yet still a space for creative growth.

For the past 50 years, the Zauli studio has been the site of
major events, a sort of Last Supper for many artists, such as
Lucio Fontana, Arnaldo and Gid Pomodero, Pine Spagnulo,
the historian Giulio Carlo Argan, the novice Claudio
Spadoni, as well as a large contingent of Japanese artists
who began to arrive in the 1970s. Such interactions must
have helped shape Zauli’s development.

Matteo Zauli, the museum’s Director, remembers
opening the studio as a venue for artistic events soon after
his father’s death to give life to the museum, to enhance
its collections and exhibition spaces. His goal has been
to create an institution of experimentation and research.
Matteo Zauli’s programming has “given new vibrance to
the rooms and libraries. The museum is in a continuous
state of renewal rather than a static monument to the
memory of the great master.”




Since 2003, according to Matteo Zauli, the Zauli Museum, in
collaboration with the Institute of Art and IS1A, has initiated a process
for the development of ceramic art from a variety of perspectives. In
order to promote ceramics in the broader context of contemporary art,
residencies were given to Sislej Xhafa, Piero Golia, (in Vice versa Italian
Pavilion selected by Bartolomeo Pietromarchi) and Diego Perrone, Yuri
Ancarani (in The Encyclopedic Palace selected by Massimiliano Gioni),
all at the Venice Biennale of 2013. In 2012, the museum decided to invite
internationally renowned masters of ceramics — Jeff Shapiro (2012} and
Marc Leuthold (2013, originally proposed by Antonella Cimatti).

THE RESIDENCY

Leuthold arrived in Italy via France where he had held master classes
for two weeks in the atelier of Sandrine Rousseau at the Vallauris
Institute of Art before continuing on to take up the Zauli
residency in Faenza', the most celebrated city of ceramics in
Italy from which the term Faience is derived. He was to spend
a week living and working at the studio-atelier; discovering
its hidden nooks and crannies, the movements of light and
shadow on its stone architecture.

For Leuthold, Zauli is both “muse and source of inspiration”.
As he retold it to this author, any influence of Zauli's cenvre had
been initiated years before on a visit to the Sculpture, Objects,
and Functional Art fair (SOFA) of 2003. He was “shocked by
its scale and muscularity of form and rich shino-like surfaces.
Zauli had a confident hand and did not feel compelled to
subjugate the medium. His timeless, massive forms twist
and meander with an alluring surface. Zauli's work seemed
somewhat out of place at SOFA NY, belonging, instead, in the
Sculpture Garden of MoMA or at the Noguchi Foundation.”

Although Leuthold developed his art without any
knowledge of Zauli (an artist whose importance to the field
is comparable to that of Peter Voulkos), he acknowledges
the synergies of their artistic paths when he states that both
their art practices “evolved from wheel-generated vessels to

delle arate e delle zolle. 1976, Bronze
and two sculptures on the sidewalls.
1982. Giazed white stonetare, trium-
virate of Zaudi sculptures in basenent.
Photo by MCZ — Faenza, Italy.

Top right: Mare Leuthold briefing the
workshop participants, July 2013.
Photo by MCZ — Faenza, Italy)
Aboveleft: The artist participants and
Marc Lenthold in the old kiln room .
of Musetm Zanli. j

Photo by MCZ, Fnenza, Italy. !

Above Right: The old kil room. |
Photo by Andrea Santucel. |

Below: The workshop participants. |







non-objective  sculpture”.
Further resonances can be
found between Leuthold
and Zauli in their aesthetic
and gestural response to the
material.

Many artists wish fto
dominate the medium;
viewing faults such as fears
and cracks as errors to be
corrected. Alternatively,
Zauli and Leuthold find that
these ‘problems’ enhance the
work, rendering the process
less predictable, more of an
act of collaboration with the
material. Embracing cracks
that emerged in the process
of making, Zauli often
created works through
slumping and ripping the clay. Similarly, Leuthold finds that “the
breaks and cracks open up the form in important ways.” He will on
occasion deliberately destroy the post-fired form in order to transform
and give it a revitalised ‘voice’. Commenting on the Zauli collection,
Leuthold paid particular attention to the manifestation of this quality:
“Early vessels were conservative and less original, later ones more
experimental: beautiful volumetric forms — fertile and rich, already
with the signature grey-white glaze with subtle flashes of red. In the
same room was the masterpiece: a huge mandala-like form - thrown

Facing page: The artist Piero Paolo
Muazzotti, FOS Ceramiche in Faenza.
Looking rt Leuthold work made of Carlo
Zauli clay. Photo by Marc Leuthold.
Above: Carlo Zauti. Ruota Strappata.
1967. Glazed white stoneware. 122 x 124
x42 e, Photo by MCZ — Faenza, Italy.
Below: Marc Leuthold, the artist
Muky (Wanda Berasi)and Matteo
Zauli, Photo by MCZ — Faenza, Italy.

on both sides standing on end with a huge gaping crack. An impossible, monumental piece,

perhaps 50 inches tall.”

Sadly, the relationship to material process that is highly valued by both these artists has not

been fashionable in an idea-driven art world. Relational Aesthetics, Post-structuralism, frompe
l'oeil, technology and science-driven works are the order of the day and do not address the
importance of process and touch.

In the 1980s, Zauli - influenced by German styles - became enamoured with an extraordinary
black stoneware clay to the point of changing style, transitioning from ‘white’ to ‘black’ and
creating numerous unglazed sculptures from it. He amassed a large amount of this black clay,
which is now stored in the museum cellar. Owing to its precious nature, to date, only Shapiro
and Leuthold have been invited to use it.

During his stay Leuthold used this clay to create several non-objective sculptures in honour of
the Zauli family - the artist and
his children. His comment on the
nature of this clay that it was “rich
... and cohesive in a way that I
have never experienced” seems
also to be testament to the artistic
life of Zauli and his son Matteo’s
dedication to the endurance
of his father’s legacy and also
a subtle acknowledgement of
Zauli’'s daughter, Monica, who




Above left: Carlo Zauli. La canting
delle argille. The cellar of the clay and
on the triumuvirate of Zauli sculptures
in basement.

Above right; Ron Nagle. Partico-
lari dell’installazione (Detail )
2008/2013. All works ceramic and
mixed media. Giardini, 55th Inter-
national Art Exhibition, Il Palazzo
Enciclopedico, la Biennale di Venezia.
Photo by Francesco Galli, courtesy of
la Biennale di Venezia.

Belew: Jessica Jackson Hutchins.
Rondamoo. 2011/2013. Plaster, col-
lage, aerylic marker, fabric and glazed
ceramic. Arsenale, 551 Interniational
Art Exhibition, Il Palazzo Enciclope-
dico, la Bieunale di Venezia, Photo by
Francesco Galli, courtesy of ln Biennale
di Venezia,

sat in on several of his workshop sessions. His admiration for her craft also
reveals the attention he granted his surroundings in providing a reverent
inspiration for the artworks he was to produce while there.

A noted architect, Monica Zauli has designed the exhibits and
renovated the spaces. No detail was too small for this sensitive designer.
Even the basement was carefully altered. There, against a backdrop
of decades old, bagged raw materials, she sited a dramatically lit
triumvirate of non-objective sculptures.

['HE WoRksHOP

While immersing himself in the structure and contents of the Zauli
Museum, Leuthold also spent some of his time in the original studio-lab
of Zauli imparting the wealth of knowledge he has gained through 25
vears of his own art practice. Working alongside Leuthold, participants
(under the coordination of Cristina Casadei) constructed forms and
dried them to a leather hard state, before later carving. He demonstrated
techniques including marbleising and carving clay. He also presented

lectures to complement technique. Participants, at first frustrated by this subtractive approach,
gradually internalised the techniques in a deeper way, thereby reinterpreting and extending
their own artistic voices.

Of Leuthold’s practice and his approach to teaching, Monica Zauli observed his “exceptional

sensitivity which also transmits in a non-verbal way. There is a veritable
depth of feeling to his understanding. Leuthold seems to form a bond
with the ceramic material at an almost cellular level.” Every detail of
his process is investigated thoroughly in its innermost form and this
is reflected in the manner in which he imparts knowledge and in the
forms he produces. One feels as if one is catching a glimpse of the first
stirrings of the universe.

VisimnG VENICT

Later during the visit, Leuthold and I travelled together to the Venice
Biennale. In the midst of a hot July, Venice swarming with tourists, we
took a water-taxi to the Biennale campus.

Not infrequently, talking to artists, art critics, scholars and journalists,
one wonders if an artistic event is interesting or not. The Venice Biennale,
the complexity and the landscape that offers both the contemporary and
avant-garde world, can not be catalogued within ordinary parameters.
One goes, watches, reads and perceives stimuli, sometimes feeling an
affinity or involvement with the innovation. The art evolves, the poetry
intertwines and mingles. The works become all-inclusive; a fusion of
the entire experience.
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Recently, the art world has turned its eye and heart to the field of
ceramics and this has resulted in a greater presence of ceramic based
works in this current Biennale. For artists such as Leuthold, it is a chance
to ruminate on a broader reflection of the ‘face’ of ceramics.

Among the artworks was a room of Ron Nagle sculptures. Here,
Leuthold was able to witness the culmination of a stalwart’s practice
and commented that “None of these new Nagles were pots — a logical
direction for this artist whose work seemed ever more tenuously tied to
the vessel.” Of the mixed media ceramic sculptures of Jessica Jackson
Hutchins who represents a new breed of ceramic art, he recognised
the balanced tension of aesthetics and the masking of skill: “Ugly and
beautiful, these sloppy sculptures are technical tours de force. Armchair

Above lefl: Shinichi Sawada. Opere

iir mostra alla Biennale Arte. 2013.
Terracotta. Arsenale, 55th International
Art Exhibition, Il Palazzo Enciclopedico,
la Biennale di Venezia, Collection I'Arf
Brut, Lausanne, Photo by Francesco
Galli, Courtesy ofla Biennale di Venezia.
Aboveright: Mare Leuthald. Torture
installation. Phota by Mare Leuthold.
Below: Monica Zanli with Zauli‘s
Torn Pottery Series Vaso Sconvolto.
1976. Glazed white stoneware.

On the wall, Vast Sconvolti, 1977.
Glazed white stoneware.

Photo by Mare Leuthold.

has an impossibly formed stomach like ceramic volume draped over both sides of the back of a
ratty old American wingback chair.” He also showed an appreciation for the primal beauty of
the series of works, Oldest Living Things by Shinichi Sawada, an outsider artist from Japan and
the timeless, alchemical action of Ossido Ferrico by Francesca Grilli, a large sheet of slanted steel
with a slow drip of water creating an enormous evolving oxidised painting on the steel surface.

A creative act is never static; always excavating the past and tilling the future; every element
has a particular value; a prodigious energy; each steering the thought-process, facilitating new

associations, experimentation and complexity. As such the
Zauli experience and the Venice Biennale of 2013 were to subtly
influence Leuthold’s subsequent residency and exhibition at
the Sydney College of the Arts at the University of Sydney,
Australia in November, 2013. The final installation perhaps
incorporated a greater urgency and rawness in the gestural
and carved porcelain portraits than ever before and this was
intensified by the artist’s request that the audience slash
through a large paper tent to reveal a lattice of hanging slashed
paintings and the ceramic forms of the inner sanctum.

We carry our experience with us. Perhaps, for artists such as
Mare Leuthold, who can focus so astutely on the haeccities of a
present moment, the burden is richer and the creative act that
results, enduring.

ENDNCTES

1. This cily is also the seat of the International Museun of Ceramics (MIC} and the
Ballardini Inslitute for Ceramic Arts (now Liceo Artistico per Design). MIC, directed by
Claudia Casali, hosts the International Compelition of Contemporary Cerqinic Arf, which is
now in its 59th year.

Rolando Giovannini is currently Professor at Brera Academy of Fine Arts, Milan.
Translated by John Wheatley
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Sequences and Rhythms,
Panoramas and Textures

HE MOST FASCINATING THING ABOUT AN ARTIST IS
Tthe poetic aspect, the will, the desire to say

something permanent, to communicate it by
way of a script, a drawing or a three dimensional
sculpted object. The quest for poetry is, at first, a
spontaneous action, It is a response to the inherent
need of the creative being for self-expression; over
time it elaborates and evolves, assuming a perceptible
personal quality, almost visible, touchable by the
cbserver and art critic.

It may be said that the poetry of an artist, while
remaining steadfast in the principles and modalities,
evolvesand transforms through four distinct cyclesin
alifetime: the formative years of instruction, the years
of training and experimentation, the consolidation of
the artistic and professional roles reaching maturity
and simplicity and, finally, consolidation on a
theoretical level and sedimentation of the work in a
prestigious public context.

The introduction to the creative world of Zhu
Legeng takes account of this evolution and the fact
that he has always lived in a family immersed in
a world of ceramic art. From such beginnings, one
attains an innate understanding of the requisites for
exemplary — quality
and perfection in
technical  expertise
- something that Zhu has developed along his
own artistic path to a complete and comprehensive
operational autonomy. His generation has invented a
new method of creating the ceramic art form; that is to
first conceive the sculptural work in all its complexity
and self-sufficient form. This is in keeping with rare
and gifted artists of naticnal importance, such as Yao
Yongkang, the great master of figurative sculpture
and celadon in Jingdezhen, who in his full maturity,
one can re-appraise his overall artistic career from

Article by Rolando Giovannini

an international perspective, with his work having
been embraced and further expressed by the second
generation Futurists and later by the Informalists.

Zhu graduated from the Department of Art at
Jingdezhen Ceramic Institute, where he earned a
master’s degree and went on to become a teacher
at the Institute. He currently presides over Art
Creation at the Institute of Chinese Academy of
Arts where he is a professor, doctoral supervisor,
outstanding contribution expert and enjoys the
special subsidy of the State Council, National
Master of Ceramics in China. He is a member of
Chinese People’s Political Consultative Conference
(CPPCC) and Vice-Chairman of China Arts And
Crafts Association (CACA).

His works have been exhibited in numerous
domestic and international ceramic art exhibitions
with much success, having received prizes for more
than 40 of his works. In 2012, he was the recipient
of the Xinchuan prize for Inheritor of Chinese
Intangible Cultural Heritage. In 2013, he received the
prestigious Yi Wen prize.

His style, his poetry, to summarise in just two
words: sequence and rhythm. The artworks consist of
. sequences possessing
the essence of the
dynamism at play,
as if to render in perpetuity an idea, to eternalise
a subject. It is a process that neither indicates a
beginning nor an end of things. The pace, however, is

.the perception of the recurrence, the modularity, the

high and the low, the strong and the slow, the bitter
and the sweet and the quiet anguish (of the tormented).
These references — the sequence and rhythm - are
common amongst history’s great artists, but also to
Zhu. His work is interpreted by this idea of the series,
ensuring that the viewer recognises the countless




citations; a sort of texturing of the scene with duplicate
items, recurring and overwhelming. And when
the sequence and repetition are real, this disperses
on the surface, characterising not only the two-
dimensionality, but also the space bringing a visual
sensitivity to the scene, both pictorial and tactile. In
this manner, the works of Zhu not only emphasise the
territory, but they stand erect assuming a plastic value,
sculptural, symbolic, as if overflowing, like boulders
in motion, a mass migration, progress, progression,

Facing page, above: Heavenly Horse. 2008, Porcelain.
148 x 30 x 25 em. Phote by Zhu Yang.

Facing page, below: Wind. 2010. Stoneware.

120 x 35 x 140 cm average. Photo by Zhu Yang.

Above: Light of Life. 2005. Stoneware. 1710 x 700 cm.
Below: Heavenly Horse (Detail). Photo by Zhu Yang.

His animals in sequence, just like his aligned figures,
gathered together in the silence of a muted shout,
have this value. A daring parallel - if slightly bold -
draws our thoughts to George Seurat’s oil-on-canvas




Above: Imagination of Time and Space. 2005. Stoneware.
Belour China Oxen. 2012-2013. Stonewnre. Phole by Zhu Yang.

Pafsannes au travail {Farm Women at Work) 1882-1883,
in New York's Guggenheim collection {Solomon
R Guggenheim Museum, New York - Solemon R
Guggenheim Founding), where two fernale figures
are portrayed univocally, at work in the fields in an
atmosphere of harmonious light and colour. The
figures are gathered, soft yet solid, malleable, in
the midst of a slow movement. Thus Zhu concerns
himself with the world of animals, both as a symbol of
strength and positive energy and as a symbo] of help
to mar, in a slow and constant procedure.

His works epitomise the chromaticity of Chinese
culture. Technically they range from celadon
porcelain, where one appreciates the virtuosity
of coloured crystal-dripping, to the wonderful
crystallisation of zinc oxide and white stoneware
patterned in large shapes. The techniques that the
artist employs demonstrate a wisdom and mastery
of high temperature, with the use of chromatic
surface paints in both high and low intensity fires.
The glazes are influenced by the culture of the
materials, the visual and tactile sensitivity typical
of Asia, where the surfaces are fine, treated, painted
with meticulous attention and where the processes
go as far as to the use of cooking in a controlled
environment reducing the typical lustre.

Being a part of the cultural context of Jingdezhen,
not only for being Chinese (which already suggests
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depth of thought, a profound wisdom of technique,
order of things) it means to be part of humanity’s
heritage of ceramics, one of the focal points of our
world made of moulded and baked clays and
minerals. It is in this way that Zhu fulfils the role of
teacher, animator of culture, devotee of distant and
ancient traditions. This feature of conservation and
development in the research is also carried out in
the city by Caroline Cheng, creator of The Pottery
Workshop directed by Eric Kao, as well as Sanbao
Ceramic Art Institute, founded and directed by
Jackson Li, assisted by Wendy Li.

Zhu's new house has the capacity of a museum.
Open spaces, illuminated by geometric patches of
light, are complemented by artworks that spread out
and punctuate the ambience. Alongside, one finds
a dedicated structure with vast exhibition halls of
ceramics of various epochs and technologies. This
is a place not only reserved for conservation and
cataloguing, but also of didactic use. This is perhaps
not so unusual, when cne considers the roles that
both Xu Dufeng and Dr I Chi Hsu have played in
recent years in the creation of the Pottery Axt Village
in Fuping, China. A rather extraordinary place, it
was designed as a place of meditation on the world
of ceramics, especially modern and contemporary.

The Zhu house is laid out as homage to Jingdezhen
porcelain. The outside is studded with fragments
of blue and white objects positioned in a manner
reminiscent of #rencadis (a decorative technique




with the application of ceramic fragments in a
haphazard manner te cover a surface}. Our thoughts
turn to Antoni Gaudi and his extraordinary, avant-
garde expressions of Casa Batllé and Parc Giell in
Barcelona, Spain, as well as the French-American
artist Niki de Saint Phalle’s Gigrdino dei Tarocehi (The
Garden of Taret) in the artistic park of Garaviechio
in Italy and in the “"Queen Califia’s Magic Circle”
sculpture garden in Kit Carson park, Escondide,
California, 1983 - all examples of glittering fragments
of pottery harmoniously composed, glass mirrors
and ornamental stones.

Lili Fang (Director of the Art Anthropology
Research Center of the Chinese National Academy
of Arts [Beijing) for the consolidation of knowledge
and cultural predisposition in the Chinese city of
Jingdezhen) is the coordinator of conferences and
forums, which serve as reference points, attended
by notable figures in the fields of academia and
conservation. Zhu operates also in the municipal
context of his locality, having contributed to various
initiatives that the municipality intend to promote
such as, for example, the recent curation of the 2013
China Kaolin Grand Prix for International Ceramic
Art, Jingdezhen, which had more than 1700 entrants,
with a final selection of 208 artists, competing for
prestigious and generous (financially) prizes.

In his speech as curator, Zhu, Dean of Artistic
Creation and Research at the Chinese National
Academy of Arts: “There is a new term ’Jingdezhen
Dream Seeker’, which refers to those who come
from all around China and from arcund the world.
They come together to open their own studios here
and create their own artistic works, Their arrival has

Above; Cattle Totem Series — Ancient Memories. 2012-2013.
Stoneware, 120 x 110 x 60 cm.

Below: Zhu Legeng.

Photos by Zlu Yang.

invigorated Jingdezhen, as well as having added
new significance to the China Kaclin Grand Prix for
International Ceramic Art. [ingdezhen has become a
global focal point for ceramics. Throughout history,
Jingdezhen was regarded as the ceramics capital of the
world due to its production
and  widespread export.
Now, artists from around the
world flock to Jingdezhen
not only to create their own
works, but also to shape the
new style and new cultural
appearance of [ingdezhen.
China Kaolin Grand Prix for
International Ceramic Art
has become a communication
platform  for  ceramists
throughout the world.”

Rolando Giovannini is a teacher at the Brera Academy of Fine Arls
in Milan and the former Principal of the Istituto Statale d’ Arle per
la Ceramica Liceo Artistico per il Design Ceramico (State Art Insti-
tule for Ceramics and Ceranics Design School} in Faenza, Italy,
from 1986 to 2012

The Municipalities of the cilies of Jingdezhen and Faenza, in 2013,
made a pact of friendship, a gemeilaggio (twinning) between culturally
relaled cities of artistic acclaim. This contact has secured official repre-
sentalion from China in [laly in September, 2014, during the evenls of
Argilly, on the invitalion of the Mayor of Faenza, Giovarni Malpezzi,
Recently Zhu Legeng gave a presentation on his porcelain paintings,
vessels, figurative sculptures and relief murals, in Internalioral Vis-
iting Arlists (Ceramics Program at Harvard Universily, US).
Translated by John Wheatley.
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Luigi Ontani
Poetry and Perfect
Artist Expertise

Article by Rolando Giovannini

T A TIME WHEN DEFINING THE ROLE OF THE ARTIST HAS
Abecome increasingly complex and when the poetic

order of things is not always immediately apparent,
Luigi Ontani (b 1943) is a steadfast presence in Italian and
international art. We refer here to the wider field of fine art, not
only to Italian ceramic art.

An exponent of Body Art, he made his name in the 1970s,
noted amongst other things for his tablenx vivants, video footage
and photography of human compeositions in motionless states.
Alter training at the Academy of Fine Arts in Bologna, Ontani
embarked on a long and continuing artistic voyage, exploring
various avenues of research and modes of expression such as
performance, photography, theatre, painting and sculpture -
the latter making use also of papier-inaché, glass, wood and of
the low-firing ceramics technique.

His research is often characterised by a desire to uncover
his original self, the individual that is within himself, the true
identity of the person. He challenges historical themes, of
mythology, literature and popular culture, turning, therefore,
to metaphor, to change, to concealment, to disguise. It is
often Ontani himself who is the subject of his work, an active
participant, a representation of the organic form in coexistence
with the material world. Never an ironic statement, but
rather one of fickleness, narcissism and of a rigorous quest
for elegance; where the notion of perfection is confronted
with the canons of classicism and where, not infrequently,
stereotypes of classical or of everyday life are used to facilitate
an interpretation in accordance with his own poetic vision.
On this it is interesting o quote Valerio Bruno Bandini, art
critic, lecturer of History of Art at the Academy of Fine Arts in
Bologna and History of Visual Communications ISIA (Institute
for Artistic Industries) of Urbino. He curated an exhibition on
the relationship in Ontani’s work of ceramics and sculpture
entitled Ermesfetiche at the Palazzo delle Esposizioni in Faenza,
1994. It brings to mind an episode in which the artist is talking
and thinking about the topic of ‘disguises’, making reference
to Marcel Duchamp. Bandini states, “Ontani was somewhat
surprised because he said Duchamp had always tried to give
the ‘case’ ashape, a geometry. . he had tried to harnessit.” I was

Lefl: Ermestefica Aidialettica. 1995. Polychrome majolica.
199 x 52 x 52 cin. Pioto conrtesy of Luigi Ontani,

Facing page leff: Tondo EinsteinEisenstein. 2001.
Polychrome majotica. 70 em, Phote by Davide Servader.

Facing page right: Ermestica PavonDante. 1995. Polychrome
mafolica. 185 x 52 x 65 ¢m. Photo courlesy of Luigi Ontani.




quite surprised by the
point made. Ontani
continued  stressing
that the component of
the ‘case’ constituted
a decisive aspect of
the artistic creation,
subject to respect it,
to face it poetically.”
Reminiscent perhaps
of Joseph Cornell's Memory Boxes. This conversation gave
rise to the title of the writing in the catalogue, Arabesques.
.. Memory curated by Bandini. For example, Vittoria Biasi
in the introduction to the exhibition catalogue Napoleonic
Musewm, Napoleonic interprefations by Louis Ontani, (Rome-
Napoleonic Museum, 7 May - 31 August 2003, published by
Gangemi Editore, works realised by Bottega Gatti Ceramics,
Faenza and Venera Finocchiaro) in relation to the arfwork
NapolLeonCentaurOntano he says, “Ontani approaches the
character with a sense of exaltation of the company, creating
scripts and symbolic forms, reducing the distance between
art and life, bringing art to life in the profound relationship
between form and content, body and memory.”

At the end of the 1970s, Ontani recognised that art increasingly
being classified under the then prevalent term ‘Conceptual’
(pleasantly remembered in the book La Liner Analitica dell’Arte
Moderna (The Analysis of Modern Art, Turin, 1975] by Filiberto
Menna, former professor of Contemporary Art History at the
faculty of Magistero di Salerng, on which at least two generations
have studied) had exhausted much of its innovative potency,
foreing a return on his part to a more concrete form of practice.
This stimulated an increase in his artistic output, in ever more
materials and even works of great size.

For this, he not only continued lone practice but turned
also to masters of various disciplines and crafts, collaborating
to great effect in sculpture (even as far away as Bali in the
Far East), painting and photography, prepared to the most
exemplary standards; this, of course, without renouncing his
own personal and profound artistic intentions, where poetry,
transformation, myth and the idea of the aesthetic remained
and retained dominance.

On 13 November 2006, at MCZ - Carlo Zauli Museum in
Faenza, [taly, thanks to his friendship with Director Matteo
Zauli and Davide Servadei who [acilitated the meeting,
Ontani held a talk for the public and students of ISIA and
I5A Ballardini, conducted within the exhibition Mondays of
Contemnporary Art by poet and sculptor Giovanni Scardovi.
Of the event, Zauli remarks, “a few years ago, during one of
our lectures, we invited him but the talk turned into a real
event because Luigi Ontani is himself a work, for want of a
better term. And, to my mind, today he continues to be that
most significant manifestation of his own work.” In fact, the
artist responded to questions wearing a mask. The content of
his words, the reverberation of the voice, the cadence of the
language created an atmosphere of great participation and
suggestion. He left a most poetic mark on proceedings. “A
work on his own identity tied to cultural icons. An identity, at
the same time, personal yet universal,” continues Zauli,
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Above: ErmesteticaSanSebastianSaggitfario.
1995. Pelychrome majolica. 187 x 52 x 52 cm.
Pholo courtesy of Luigi Onlani.

Above right: Tondo Manipiedi. 2011.
Photoceramics on polychrome majolica. 70
ct. Phato by Davide Servadel,

Below: TebaideAntonioAbate. 2006.
Polychrome majolica, gold ustre. 123 x 45 cin.
Phelo by Gianfranco Bamzoln courtesy of MIC.

At the end,
however, like all great
artists, he devoted
himself generously
to the public by
making  beautiful
designs, colours,
signed always with
a stylistic  flutter,
on note pads and
diaries. In 2008,
the Ballardini State
Institute of Ceramic
Art bestowed upon
him an award - a
scroll and a soft,
white earthenware figurine, glazed (a re-edition of an original Serafino
Mattucci of 1933, preserved in the museum MISA - State Institute of Arts
Museum in Faenza inside the famous old school, placed in the contemporary
structure in 2008, a small sculpture interpreted only on the surface with a
perfect, thin layer of gold to a small fire by Stefano Merli}.

The genius of Ontani and the skilled techniques of his collaborators,
chosen with great insight and sensitivity, have granted him the possibility
of achieving perfection, The poetry, also for the continuous assistance by
the artist in the development of the progression of labour, is expressed
with the highest quality of components and the tuning gave — as it
continues to give today — the absolute optimum result. To attend the
Bottega Gatti in Faenza, perhaps the most important in Italy and, in
any case, the home of the Mazzotti of Albissola Marina, of the activity
of Futurists in the pre-World War II era, ensures maximum capacity of
quality management and production and a large and recognised blazon.
Examples of historic ceramic works of the Futurists made in both Italian
factories, Mazzotti (Tullio d’Albissola, Tullio Mazzotti, Ceramiche
Giuseppe Mazzotti), located in the Region of Liguria, not far from Savona
and in Ceramica Gatti (produced by Riccardo Gatti) located in the Emilia
Romagna region not far from Ravenna, are shown in the Italian Futurism,
1909-1944: Reconstructing the Universe at the Solomon R Guggenheim
Museum, New York, until 1 September 2014. The pieces are all marked,
just as today the ceramic works of Luigi Ontanj, all bearing indications of
both manufacturer and artist. The work of Ontani arrived in New York in
2001 (PS1/MoMA), 2003-2004 SMAK in Ghent, at the Centre Pompidou
in Paris, the Venice Biennale (1972, 1978, 1984, 1986, 1995, 2003}, 1976
and 1977 Sennabend Gallery in Paris New York, 1997 Ermestetiche Spur-
westwater, New York, 2011 Hammer Museum in Los Angeles.

In the artistic industry, the relationship between designer and
client is played between collaborators and creators on the path
towards the final prototype and executive success of a new product;
also in art, indeed, even the combination of the majority of artist-
artisan/specialist ~ craftsman, technique must be synchronous.
Without harmony there is no work.

In the case of low temperatures - with semi-refractory materials (Semire
red) glazed and painted majolica over - firing, ceramics processes, with
which Ontani is concerned (which are so admirably followed by Bottega
Gatti and with the constant direction of Davide Servadei, experienced
graduate of ceramic art), the attention to detail is paramount. In fact,
there are many variables that can irreparably damage a complex
work with defects, small gaps, colour variations and inconsistencies.
The architect Franco Bertoni, then Curater of Modern and Contemporary



Collections of MIC - on
presenting the show in 2010
of the two electric chairs
in  ceramics, remarked
“Luigi Ontani and Bertozzi
& Casoni with these
sculptures, dedicated to a
subject so unusual, have
demonstrated qualities of
particular sensitivity to the
art of ceramics and offered a
projection of more extensive
fields of action, interest and
expressive possibilities”.

Giampaolo Bertozzi and
Stefano Dal Monte Casoni
explain their work Sedia
Elettrica con Farfalle (2010,
165 x 95 x 118 cm.) realised
completely  using  only
ceramics: “We wish to express
through the symbolism of the
butterfly, the stereotype of the
transformation.  This type of
electric chair was used in the
19505 and 1960s and was also
represented by Andy Warhol.
It has been a pleasure and a
coincidence to meet Ontani in this
common theme, also because he is
an artist of reference for us.”

Ontani was born in Grizzana
Morandi (Bologna). He lives
in Rome and for two years in a
former studio of Canova which,
quite by chance, he found
recently vacant. The idea of
living in such a place; a place so
full of stimuli, memories, where
inspiration js drawn from the
walls, the Jight, the scent, sounds
and movements, to which he
belongs. And in the eternal city,
Rome, there are extracrdinary
interpreters of ceramics such as Nino Caruso who appreciates the choice of
the use of ceramics by Ontani and, indeed, Riccardo Monachesi who reflects
on the striking pastel-coloured outfits of Luigi Ontani - a reserved, intriguing
and wonderfully quirky artist. Mauro Mazzali director of the Academy of Fine
Acrts, Bologna, defines the artist as “conceptual” par excellence.

Rolando Giovannini is a teacher at Lhe Brera Academny of Fine Arts in Milan and the former Pringi-
pal of the Jstituto Statale d’ Acte per la Ceramica Liceo Artistico per il Design Ceramice (State Art
Instilute for Ceramics and Ceramics Design School) in Faenza, Italy, from 1986 to 2012.

Thank you to Claudia Casali, Director of MIC (Intetnational Museum of Ceramics in Faenza) which
retains many art works by the artist; Elena Giacometti photographer at MIC; Davide Servadei,
Ceramica Gatti, Fagnza; Bertozzi & Casoni, actists, Imola; Jolanda Silvestrini of Bertozzi & Casoni
Stadio. Translated by John Wheatley.
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Top left: WEWHA BellimBusto. 1997,
Polychrome majolica, gold and lusire.
81 x 42 x 37 cmn. Photo by Elena
Gincometli courlesy of MIC.
Top righi: ErmaEsteticaEfasia (or
Erma Thai Siam). 2001. Polychrome
inajolica. 235 x 95 x 70 cm. Photo by
Gimnfranco Banzofa courtesy of MIC.
Above lefl: GalileoChini Lel.
2003/2005. Polycirome majolica in
metallic lustre. 130 x 51 cm. (Photo by
Gianfrance Banzola couirtesy of MIC.
Above right: Luigi Outani and Davide
Servadei af work in Bottega Gatti,
Faenza. 1998. Photo by Adil Asmaa.
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Arturo Martini «name Variable Poeftic

Article by Lori-Ann Touchette and Rolando Giovannini

“dal connubio tra lui ¢ la teyracotta & nato it Martini pitr germinale. (Martini
pensa in terracotta come Fidia in marmo).” Bonfemporelli

WO EXHIBITIONS IN BOLOGNA AND FAENZA IN 2013
and 2014 were tributes to Arturo Martini
(1889-1947), perhaps the most important

[talian sculptor of the 20th century and certainly of
the period between the two world wars. Despite his

Top lefi: Chrrist Drinking Bile. 1926-1927. Polychrome imajolica, In
Fenice of Manlio Trucco. 40 x 30 omr. Faenza, Museo Iniernazionale
defle Ceraniche. Photo by Giorgio Liverani.

Top right: Fairytale Vase. ¢ 1911, Earthentware. Ceramiche Gregorf
Trewviso. 35 x 21 cm. Treviso, Musei Civici,

Below Ieft: Ceramographic Slal. 1918. Terracolta. 13 x 19 o,
Faenza, Pinacoteca Comunale.

Below right: Odalisgire. 1928 (iafer daled 1930). Tervacolia. 43 x 56 x 27
ctn. Bologua, Collezioni 4" Arte ¢ di Storia defla Fondazione Carisbo,

participation in important exhibitions in Italy and
Germany, Martini was little-known to the Anglo-
Saxonworld untilhefigured asanimportant presence
in the 1989 Royal Academy exhibition dedicated to
20th-century Ttalian art and the Tate Gallery’'s On
Classic Ground: Picasso, Leger, De Chirico and the New
Classicism 1910-1930 in 1990. A retrospective sclo
exhibition in London and Parjs followed in 1991.

The fascinatton that emanates from his sculptural
work is determined in part by diverse references to
classical forms from the Renaissance and Etruscan art.
In addition, he skitfully treats the material, retaining
its coarse surface to accentuate the chromatic and
pictorial element,




A distinctive aspect of
Martini  is the essential
quality that he imparts to his
sculptures in the rendering
of volume and form. He is
able to altain extraordinary
formal quality in both large-
scale (displayed in Bologna)
and small-scale sculptures,
whether  portraits, groups
or female figures (present in
Faenza). A further distinctive
element is the insertion of
figures in architectural space,
thereby avoiding the static
monumentality so  often
present in statuary of the
first half of the Noveceirto.
Indeed, his oewvre was never given the celebratory
or rhetorical connotations so common in large-scale
sculpture of the period.

Born in Treviso, (his mother was from Brisighella,
a small city near Faenza) Martini was always
intrigued by the possibilities of various materials. He
apprenticed tc a goldsmith and later in the Gregorj
ceramics factory. During World War I, he worked in
a munitions factory to learn casting. He came into
contact with the Secessionists in Munich in 1909
where he also worked in a porcelain factory. During
his brief stay in Paris in 1912, Martini exhibited with
Modigliani and De Chirico.

He was an active member or associated with
members of major intellectual movements of his
time, from Futurism to Novecento. Martini was the
oniy sculptor of the ‘Valori Plastici’ group that called
for a ‘return fo order’. A conservative response to the
dynamic fragmentation of the Futurist movement,
‘Valori Plastici’ group looked to ltalian art of the
early Renaissance and a return to classicism and
realism. In his later years, he taught at the Istituto
Superiore per le Industrie Artistiche di Monza,
where Marino Marini was one of his students. In
1941, he was appointed as the professor of sculpture
at the Accademia di belle Arti di Venezia.

Martini was an innovative artist, fascinating
and poetic He is difficult to pigeonhole since he is
never repetitive. One constant element is the use
of lerracotta and refractory clay as the preferred
material for his works.

The event held at Museo Internazionale delle
Ceramica of Faenza (MIC), entitled Arfure Martini
Harmonies. Figures Between Myt & Reality (catalogue
Bononia University Press, Bologna 2013) from
13 October 2013 to 30 March 2014 was of great
significance, not only for the more than 50 pieces
displaved (of the 600 assigned to Martini) but also
for the compendium of his works. The majorily were
in terracotta and maiolica, but other materials were

also represented, such as plaster (Swimner Who Exits
from the Water}, stone (Leda and the Swan), marble
{Swinimer’s Dipe), bronze and wood (Head of Medusa).

The director, Claudia Casali, who curated the
exhibition and catalogue, promoted weekly public
guided tours, with the collaboration of Monica Gori.
Casali comments: “Martini is great and is stimulating
in his choice of popular elements linked to a unique
formal solution, the fruit of a creative joy without
equal” In parallel, a lecture program entitled
“Words and music” included Nico Stringa, “Arturo
Martini heautontimorumenos” and, amongst others,
Marcc Servadei Morgagni, “Martini and Drawing”,
Craziosa and Arturo Bertagnin in “The Unknown
Martini: Family Memories”.

The works in terracotta and matolica demonstrate
the artist’s natural capacity for modelling in clay.
Some sculptures were made alsc during Martini's

Top left: La Nena. ¢ 1930. Refractory clay. 46 x 32 x 30 cnn.
Fondazione De Mari — Cassa di Risparmio di Savona.

Top righi: Maternity Fusconi. 1931. Refractory clay.

80 x 46 x 53 cun. Savona, Fondazione De Mari

Cassa di Risparinio in slorage in the Pinacoteca di Savona

Betowo: Woman Lying Down. 1932. Terracotta and lacquered plasier.
36.5 x 45 x 24 cm. Private colleclion.




brief stay in Faenza during a military leave. In the
same period (seven monthsin 1917), he also produced
prints for his famous Contemnplations, a small book in
the form of narrative without text, the first of its time,
conceived as a modern antiphony for the Tipografia
Lega. He frequented more often Vade Ligure and
Albisola, having met Manlio Trucco (Laboratorio
la Fenice, Christ Drinking Bile, displayed at the 3rd
Bieninial of Mowza in 1927, with a matt orange-peel
finish, like that also used by the Futurists at MGA
of Giuseppe Mazzotti and the factory of Ivos Pacetti
in Albisola), Maric Labd (architect from Genova)
and the ILCA Nervi (Industria ligure ceramiche
artistiche). He had, however, long experimented with
the practice of modelling, mould-making and slip
casting for Ceramiche G Gregorj in Treviso. A sort of
pre-industrial manufacturer, Martini produced there
not only sculpture but also objects and decorative

Top left: She-weolf. 1930-1931 Refiactory clay. 87 x 137 x 64 cn.
Aithwerp, Musee Middlelenmn.

Top right foreground: Marinella. 1921. Terracofta. 56 x 41.5 x 36
cmt. Private Collection. Background: Fisherman’s Daugliter, 1922,
Terracotin. 43 x 38 x 23.5 em. Private Collection.

Below lefi: Mad Mother. 1929. Terracotia, 180 x 65 x 65 cm.
Bologna, Collezione d’Arfe ¢ di Storia della Fondazione Carisbo.
Below centre: Moonlight. 1930-1931. Refractery clay. 180 x 133 x
54 cnr. Ankwerp, Museo Middlelieim

Below right: Vigil. 1931-1932. Refractory clay. 213 x 145 x 63 cmn.
Private Collecfion.

Above phofos by Paolo Righi, Meridiana hamagini,

vases (Fairytale Vase), considered the masterpiece of
his entire experience in the factory.

Marlini demonstrates his capabilities in the
treatment of small-scale works that maintain the same
high-level of execution (Lovers oit Horseback, Trilogy
of kings, The Jegend of St. George). Even in reduced
dimensions, the work does not deteriorate into a
fragile and minute handling {female figures such as
The Reader, The Thinker and The Sower). Martini also
introduced some inventions such as ceramography
(1913) in which clay slabs were stained with shellac
and printed on paper with wax on the back. He also
invented the use of fasselli left on the sculpture as a
geometric sculptural reference (Womar on the Beach, )
and finally the process of making of small sculptures,
designed for their possible reproduction in series
using moulds.

Intense reflection on ancient statuary and its
archajc models of the Etruscan tradition in particular
(Odalisca), led him to constantly renew models and
iconography. Rather than recalling anachronistic
citations, these references sought a modern and
current rehabilitation of sculpture. Extraordinary
are the interpretations of female reclining figures
(Woman Lying Down). While they recall Etruscan
terracotta funerary sculpture, such as the sarcophagi
of Cerveteri, they become expressions of renewed
vitality. Other images cause recall of analogous
expressive forms of pre-Columbian culture, such as




the crouching woman who hugs a baby (Materity).
Similarily, Martini uses the device of piercing the
eyes and mouth, adopted [rom masks, to increase
the expressive force of some female heads, absorbed
in thought, such as the figure of the girl with pierced
eyes and mouth {La Nena).

“Arturo Martini Creature. The song of terracotta”,
at Palazzo Fava in Bologna (catalogue Bononia
University Press, Bologna 2013) from 22 September
2013 to 12 January 2014, was curated by Nico
Stringa, the most important Italian critic of Martini.
A series of 10 Jectures by the curator and other
critics enriched the exhibition, whereas a more
personal note was added by an encounter with the
grandchildren of the artist.

The 16th-century Palazzo Fava was a fitting venue
for the terracottas, displayed minimally with two or
at most three pieces per room. The dramatic lighting
accentuated the volume of the pieces as Martini
himself might have wished and suited the ambitious
scale of Martini’s works. The title refers to the pieces
that Martini produced in a brief period between 1929
and 1932 (12 of 16 included) that Martini described
as “the period of song”. Four smaller-scale works, of
1920-1922 and 1932 completed the exhibition.

Although the Marinella with her *Archaic smile’
and the Fisherman’s Daughter of 1920-22 demonstrate
his debt to Etruscan art and ‘300 reliquaries, Martini
never descends into sheer imitation. Even more
complex is the balance of citation and inspired
creation in the more ambitious sculptures of 1929-
1932, created for the Quadrennial of Rome in 1931
and the Venice Biennial of 1932 respectively. Site-
specific for the rooms assigned to him in these
important exhibitions, Martini projected a central
horizontal figure with vertical figures on the walls
in each case. The result was a triumph, which
confirmed Martini’s position as the leading sculptor
of his time and the most important to work in clay
since the della Robbias.

The production of these works, after a series
of failures, was rendered possible by Mantini's
collaboration with the ILVA refractory clay factory,
whose owner offered to build a studio/kiln that
obviated the need to move pieces that weighed up
to 4000kg. The majority of the pieces are in refractory
clay, although some such as the Mad Mother and
Marinella are in the more traditional terracotta.
The range of techniques demonstrates Martini’s
versatility and refusal to fall into the trap of artistic
complacency, always pushing the material and his
ability to their limits.

The earliest of the large-scale figures is the Mad
Mother, whose head, child and bell-shaped skirt are
wheel-turned. The handbuilt slabs of her drapery are
influenced by the technique discovered by Martini
in his study of the Etruscan terracottas. In the Villa
Giulia Museum, Martini contemplated also the over

Above: Aviator. 1031-1932. Refraclory clay. 120 x 145 x 70 cm.
Private Collection

Photo by Paolo Righi, Meridiana Inmagini.

Below: Arturo Marting.

life size terracotta Apollo of Veii (510-500 BC) whose
‘Archaic smile’ he described as the Etruscan’s “only
magic, the fourth dimension, eternity”.

More impressive still are the pairs of figures that
Martini sets in three-dimensional space, whether the
two sisters of the Moonlight, set in a Bernini-esque
raised balcony or the surrealist scene of a nude
woman glimpsed from behind as she stares out
a window in the Vigil. In other works, such as the
Avintor and the Wounded She-Wolf, Arturo Martini
conquers the horizontal, challenging the downward
force of gravity. At the same time, he invents a new
iconographic
image of flight
on the one hand
and a primitive
alternative to the
Roman  she-wolf
on the other.

The works of
Arturo Martini
embody memory
and innovation in
Italian ceramics of
the 20th century.

Lovi-Ann Touchelte is an art historian based in Rome, where she
co-founded ¢.r.e.l.a. Rome, an international cenlre for ceramics and
the arts,

Rolando Giovannini is currently Professor at Brera Academy of
Fine Arts, Milan.

All photos by Elena Giacometti, Archivic fotografico MIC Faenza,
unless noted.
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